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Spectacolul de teatru-dans, de la arta corporala la arta vizuala
Alba Simina STANCIU®

Rezumat: Un spectacol complex, total, in care toate artele se intalnesc si se
combind in formule dintre cele mai curajoase, teatrul-dans impune o
abordare din doua perspective. Mai intai in legatura cu revolutia corporala de
la Tnceputul secolului XX, pornind de la personaje ca lIsadora Duncan,
Rudolf Laban, etc continuand cu cercetarile asupra baletului contemporan
caracterizat prin independenta sa fatd de muzica. Pe de altd parte coregrafii
extind experimentele citre zona artelor vizuale, atragand artistul (pictor su
sculptor) nu doar ca “designer” al spectacolului, dar si ca performer (Josef
Nadj). Intervin combinatii socante intre avangarde (happening, performance,
arta conceptuald) si conceptiile regizorale, cu consecinte ireversibile asupra
artei spectacolului in secolul XXI.

Cuvinte cheie: reforma teatrala, performance art, cod corporalcorenta
narativa, dramaturgie muzicald, anti-gravitational, aleatoriu, ritual.

Un gen scenic care ia nastere in zona germana in prima jumatate a
secolului XX- ulterior, dupa anii ‘50, manifestat pe doud continente
(America si Europa) in doua directii usor diferite, cu atitudini explozive
(combinatii inedite Intre cele mai nonconformiste arte vizuale si coregrafie)
n secolul XXI - este formula imbinata intre teatru si dans. La inceput este o
entitate hibrida, provocatoare, care acumuleazd domenii artistice si
stiingifice. Recent devine dependenta de teoriile spatiale, cromatice, de
reformele si avangardele din artele plastice. Intelegerea genului teatru dans
este conditionata de interpretarea teatrala a formei, a metamorfozei corpului,
a spatiului. Teatrul-dans este, pand la un punct, intr-o relatie stransa cu
codurile corporale ale baletului contemporan, puternic reformulatd de
investitiile artelor vizuale, de independenta fatd de muzicd si de evitarea
coerentei narative. Teatrul imbinat cu dansul cauzeaza din ce in ce mai mult
fantezii nelimitate de forme si imagini, curajoase legaturi Intre corpul
cultivat de performer si performance art, happening, pana la arhitectura si
instalatii. Daca revolutia corporald de la Inceputul secolului XX se manifesta
ca o revoltd Tmpotriva limitelor dansului (Isadora Duncan, Mary Wigman,
Rudolf Laban), in ultimele decade, dansul, abordeaza fara rezerve, domeniile
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spatiale, urmarind combinatii §i noi expresii prin forma, cromatica, sustinute
de pulsul ritmic si de efectele muzicale. Teatrul dans imbind efectul ritualic
cu cerintele viitorului tehnologic, isi multiplica, fara intrerupere, procedeele
tehnice, adaptand artisticitatea la modul de percepere si sensibilitate a

vizuale, ale acestuia. Este Tnainte de toate o manevrd §i o permanentd
provocare culturala a imaginii (corporale, materiale, etc.).

Spectacolul ultimelor decade accelereaza implicatiile artelor vizuale,
ale tehnologiilor spatiale, obligd spre o stransa colaborare intre coregraf si
artistul plastic (incepand cu personaje ca Oskar Schlemmer, Merce
Cunnigham, culminand cu Josef Nadj, etc.). Pe de altd parte, traditionala
corelare intre dans §i muzica - “dramaturgia muzicala” - este eliminata.
Drama este inlocuitd cu efecte halucinante, de un narativ dezmembrat
construit din succesiuni de numere - aparent intamplatoare - de dans, teatru,
pantomima, imagini organizate dupa tehnica colajului in care sunt descrise
“peisaje” spirituale, mentale, explorari ale psihicului uman, evenimente
partiale, fragmentare, recombinate aleatoriu, imagini create din jocuri de
transparente. Granita dintre discipline este eliminatd iar experimentul este
prioritar. Raportul Tntre corp-gest-spatiu este continuu redefinit de interventii
ale domeniilor ne-artistice (cazul lui Kitsou Dubois si spectacolul corpului in
spatiul vertical, influentat de stiintele spatiale si antrenamentele NASA).
Dansul contemporan este recent conjugat cu elemente de teatru fizic (care a
explodat in anii ’80), este invadat de nuante ale artei marginale, hip-hop,
ritual african, depdsind nu doar limitele dansului, ci si ale corpului uman, ale
miscarii. Elementele corporale mizeaza din ce in ce mai mult pe teatralitatea
spatiului, pe contrapunctul interventiilor nonconformiste ale disciplinelor din
domeniul stiintelor exacte.

Incepand cu anii 20 si scoala germani (expresionismul), dansul
suportd fard intrerupere modificari tehnice, este recompus prin sisteme
gestuale ce urmaresc expresia ne-descriptiva, pe coduri abstracte, simbolice,
mixturi de stiluri si surse de miscare (artd martiald, cabaret, arta clovnului).
Corpul dansatorului este intr-un continuu proces de reformulare expresiva.
Un moment crucial ce declanseaza fantezia coregrafica inspre aceasta zona
revolutionara are radacini in “dansurile corale ritualice” de la Monte Verita
create de Rudolf Laban.

Fenomenul teatru-dans cauzeaza deseori confuzii datorita
complexitatii genului si a diferentelor stilistice de pe cele doua continente,
Europa si America. Poate fi structurat in patru mari etape, incepand cu
Ausdruckstanz (dansul expresionist) si reformele lui Rudolf Laban, cu
expresivitatile noi aduse de Reinhild Hoffmann si Susanne Linke ce vor
accelera evolutia genului Tanztheater german in anii ‘60. A doua etapa, dupa
“ruptura” avangardelor cauzatd de al doilea razboi modial este marcatd de
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Merce Cunningham si Ann Halprin care propun limbajul scenic de gesturi
comune “montate” in relatii inedite cu artele vizuale. Cunningham este
puternic influentat de muzica aleatorie a lui John Cage, manifestand totodata
tendinte catre imbinarea cu “stilul” performance art si dans. Anii *70 si 80
reprezintda momentul climax al genului prin coregrafiile Pinei Bausch, al
carei stil vizeazd latura umand, psihologica, vulnerabild. Bausch abordeaza
din altd directie genul tanztheater, spre deosebire de accentul pe forma,
practicat de Cunningham. Dupd “valul” de ramificatii din anii *80 (decada
emblematica pentru “teatrul fizic”), in perioada anilor 2000 intervin cele mai
nonconformiste formule. Dansul va explora imposibilul, socul, cele mai
avansate formule de performance art si spectacol multi media.

Revolutia dansului in secolul XX este marcatd de existenta a doi
piloni: Merce Cunningham si Pina Bausch. Merce Cunningham, contaminat
de efervescenta creativd a anilor ’60, impune un experiment stilistic
continuu, elimind reperele traditionale ale dansului, coerenta narativa a
tensiunilor gradate directionatd dramatic catre climax, respinge
simultaneitatea narativa dintre corpul scenic si muzica. Intervine radical n
corporalitate, este preocupat de lucrdri compozite in care artistul vizual sau
arhitectul au rolul esential (stil contaminat de colabordrile cu Robert
Rauschenberg, Jasper Johns, Andy Warhol, Marcel Duchamps etc.). Insi
modul lui Cunningham de a concepe dansul porneste de la muzica lui John
Cage. Exploreaza compozitiile din miscare si gesturi aleatorii (muzica lui
Cage), dansul “ne-reprezentativ”, le sudeaza cu arta video (anii ‘70, ‘80), cu
arta digitald, cu legatura cu artistii Paul Kaiser si Shelley Eshka.
Cunningham elimina narativul, gandeste serial, evitd repetifiile gestuale
uman pana la elemente de risc si acrobatie.

In Europa, dansul propus de Pina Bausch reactualizeazi teoriile
spatiale ale lui Rudolf von Laban (ritualul dansului coral), Kurt Jooss
(gandirea grupetului ca partiturd dirijorald cu linii separate pentru fiecare
“instrument” ca si interventii armonice, contrapunctice, agogice), dansul
dominat de abordarile eroice si simbolice ale gestului clasic impuse de
coregraful englez Antony Tudor, si, mai ales, expresionismul german
Ausdruckstantz (Mary Wigman, Gret Pallucca). Bausch combind momentele
cruciale ale experimentalismului artistic, expresia sacrificald inspiratda de
directiile performative ale scenei de teatru aflata in plind efervescenta. Stilul
sau este deja consolidat in anii ‘60 (ritualul impins catre limite de catre
cercetarile asupra performance-ului din decada anterioara, de la antropologii
Van Gennep, Victor Turner, de exponentii Scolii de Antropologie de la
Mancester, pana la Brook, Grotowski si nonconformismul artelor vizuale
happening si performance sau arta conceptuald). In acelasi timp, structura si
partial “fizionomia” ironicd a dansului lui Bausch parodiazd opereta
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germand, stilul ei facil si naiv. In creatia sa este distilatd atat avangarda
europeana cat si valul de experimente americane incepute in anii ‘30 (Ninette
de Valois, Marie Rambert si mai ales stilul George Balanchine, etc),
intervenind cu situatii autobiografice, cu explorari abisale ale performance-
ului, cu teme obsesive (conflictul barbat — femeie, situatiile fara finalitate
vizibile in Caffé Muller). ,,Citirea” spectacolului creat de Bausch - morbid,
influentat de arta anilor 20 de la Weimar - este conditionata de receptarea
sensibila, emotionald, feminina, pe de-o parte, iar pe de altd parte, de
cautarea genezei ritualice a performance-ului, a fortelor exorcizante ale
teatrului. ldeile, aduse de Pina Bausch din America sunt materializate la
Folkwary Hochscule (1962) unde colaboreaza cu Jean Cebron. Urmeaza
perioada desfasurata la Tantztheater Wuppertal (1973) unde va pune bazele
unor formule de dans contemporan cu implicarea teatrului, idei ce vor
culmina ulterior in lucrarile lui Rudolf van Dantzig si Glen Tetley. Pina
Bausch combina dansul modern, anti-muzical, cu teatrul fizic, cu elemente
ce mizeazd pe calitatea vizuald a constructiei corporale. Contureaza un
discurs anti - liniar al demersului “dramaturgic”, mixeaza rezonante ale
teatrului butoh cu dansul indian, dominate de coordonate ritmice
conflictuale, discrepante anti — dramatice intre ritmul auditiv si cel exprimat
scenic prin performer.

Gandirea teatrald a dansului conceput de Pina Bausch va avea efecte
ireversibile nu numai in dans, dar mai ales in teatru. Existd similaritati
structurale cu “teatrul de imagini” al lui Robert Wilson, cu gandirea sa
plastica fragmentara - ca si colaj - de gesturi, imagini, situatii, gandite scenic
ca strategii repetitive pentru a organiza incarcatura de trimiteri si referinte
vizuale. 1l influenteazi pe coregraful american William Forsythe care aduce
cele mai provocatoare interventii artistice in ultimele decade, pornind de la
impletirea unei tehnici corporale impecabile cu arta conceptuald, preocupat
de investigatii in domenii straine de arte. Cariera sa culmineaza in anii ‘70,
devenind etalon al postmodernismului. Dansul creat de Forsythe foloseste
instalatii si formule tehnice de ultim moment. Compozitiile sale corporale
sunt directionate de ecuatii numerice, de imagini construite sub semnul
echilibrului, organizate matematic. Porneste pe un suport tehnic trasat de
neoclasicismul lui George Balanchine (stilul sau este deseori comparat cu cel
al lui Balanschine), deconstruieste dansul, dezmembreaza si recompune
regulile stricte ale baletului traditional, creeaza spectacole coordonate de un
“text” 1n care recuzita (obiectele folosite) este utilizatd ca si artd conceptuala.
Textele sale scenice sunt concepute in termeni post-structuralisti (inspirat de
zona franceza, de lucrarile lui Jacques Derrida, Michel Foucault, Gilles
Deleuze, etc.), apeleaza la conceptele de origine brechtiana, ‘“scriiturd
scenica” sau “text spectacular” (numite astfel de Roger Planchon care
aprecia prin acesti termeni tehnica scenicd a lui Bertolt Brecht). Propune o
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“gramaticd” a spectacolului directionatd prin personajul principal, corpul
performerului, dintr-o pozitie etern “contra” oricarei liniaritati si cursivitati,
situatie ce oferda o alurd stranie dansului. Evolutia performerilor este
conditionata de interventiile neasteptate ale altor performeri, prin gesturi sau
batai din palme.

Tot in linia impusa de dansul postmodern al Pinei Bausch, coregrafa
belgiana Anne Teresa de Keersmacker este autoarea mai multor montari de
spectacole teatru dans pe muzicd contemporana, lucrari si sonoritati de tipul
celor create de Alban Berg, Arnold Schoenberg (in zona dodecafonismului,
atonalismului sau serialismului), de creatiile lui lannis Xenakis sau John
Cage. Dansul este sustinut de arhitectonica muzicald, de formula numerica
esentiald a muzicii. Punctul de sprijin este forta si expresia emotionald a
sunetului. In acelasi timp, multe pasaje din montari sunt lipsite de suport
sonor, cu baza doar in pulsul ritmic punctat de pasii si de corpul dansatorului
sau grupului. Aparent, foloseste formule reduse de miscare pentru a trasa o
geometrie elementara a corpului si formei. Alteori, apeleaza la dansul ca
expresie a unui text dramatic (Heiner Muller). Este fondatoare a companiei
Rosas (1983) ce desfasoara o impresionanta activitate in anii ‘80 si mai ales
‘90.

Tn anii ’80, viziunile combinatorii ale dansului sunt accelerate prin
Josef Nadj, care pune bazele unei poetici performative legata de “noul circ”
si de mecanicismul si abstractismul marionetelor. Pregatirea sa porneste de la
studiul pantomimei cu M. Kecskés si al antrenamentului corporal cu Marcel
Marceau, cautd mereu alte texturi si consistente Vvizuale abstracte ale
spectacolului, repetitii controlat “absurde” structurate ca si colaj de
evenimente ce incorporeaza tehnici performative anti-muzicale, aleatorii, pe
veritabile suduri disciplinare orientate catre arta totala. Nadj este un adept al
experimentelor atat cu muzicieni (Vladimir Tarasov sau Akosh Szelevényi)
cat si cu artisti din zona artelor plastice. Nu mai existd granitd intre
performer, artist vizual sau interpret al muzicii. Arhitectura spectacolelor
vizeaza toatalitatea artei, a performerului. De pilda, sculptorul Miquel
Barcelo devine actorul propriului sau “bazorelief” in egalda masurd cu
coregraful Joseph Nadj (Passo doble). Tn Les Corbeaux, centrul de interes al
“regiei” este substanta muzicii care stimuleazd miscarea, gestul, actiunea.
Efectul sonor Tmbina inflexiuni cu specific asiatic datorate instrumentatiei si
percutiei, timpanelor africane. Intervin pe rand sunete de tuburi, efecte de
nisip, interventii de saxofon solo care schiteaza armonii improvizate de tipul
muzicii jazz. Acest fond sonor acompaniaza executiile “teatrale” ale lui Nadj
si actiunea sa scenica, aceea de a picta linii negre pe o panza fixata ca si plan
de fundal.

Un alt leitmotiv al artei coregrafice a lui Nadj este mixajul stilistic
intre circ i drama, intre elemente de butoh si dans contemporan, montate
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ntr-un spatiu care mizeaza pe imagine, reliefand forma umana in miscare, ca
un acord s§i antagonism continuu intre liniile de fortd ce construiesc
compozitia vizuald. In colectia de eseuri Théatre et interdisciplinarité
ingrijitd de Catherine Naugret, Clémence Coconnier - Tn studiul destinat
spectacolului lui Josef Nadj - scoate in evidenta alura de spectacol de circ ce
domina conceptia performativa a coregrafului maghiar si variatiile spatiale in
contextul carora gandeste “corpul de circ”. Din acest proces de cumulare
stilisticd iau nastere personajele lui Nadj ca si “dialog Intre constructii
mentale”. “Corpul de circ” primeste dimensiuni fanteziste ce se dezlantuie
scenic fard rezerve. Coconnier indicd similaritdti de compozitie (relatie
dramaturgie — spatiu) cu Tadeusz Kantor sau Jan Fabre. Spectacolul din
2003, Il n’y a plus de firmament este orientat dupa poetica vizuald a
pictorului Balthus, beneficiaza de o intensda dramaturgie spatiala, cu abile
subtilitati de ecleraj si transparente, jocuri de chiaroscuro care se impletesc
cu efecte sonore si coduri vizuale si performative apartinand artei asiatice, cu
violente artaudiene si influente butoh. Contributiile actorului Yoshi Oida
consolideaza nuantele de teatru japonez no. O imagine descrisa de figuri
uriase gravate pe panze, umbre, jonglari intre pozitii corporale imobile si
glisari anti-gravitationale, trasee dramatic-scenice invers narative, parodie,
simboluri. Il n’y a plus de firmament creeza o lume a halucinatiei prin
labirintul si abisul spiritual. Spectacolul Asobu din 2006 urmareste o idee a
pictorului suprarealist Henri Michaux in care Nadj intervine cu aceeasi
preferintd pentru unitatea tematica a corpurilor, costume identice, urmarind
uniformitatea ritmica a spatiului. Ritmul (rupturile, accelerarile de ritm,
alternantele de pulsuri si ethos al ritmului, excesul de percutic) apare ca
centru gravitational al intregului spectacol. Este obfinut prin imaginea in
permanentd echilibratd a corpurilor, miscarea acestora, dansul si artele
martiale, elementele de butoh ce creecaza compozitii fabuloase. Muzica este
asiguratda de o instrumentatie redusa, dominatd de percutie. Structura
armonica a materialului sonor se rezuma la intervale disonante, efecte ale
muzicii electronice, stranii, nefiresti. Prioritard in spectacolul lui Nadj este
forma si expresia corpului exploratd in toate dimensiunile si formulele de
contorsionare. Apeleaza la un sistem gestual ce trimite spre fomule zoomorfe
si vegetale. Spectacolul Ultimul peisaj de la Festivalul de la Avignon din
2005 combina elementele de circ, naiv, cu miscare cvasi-aleatorie executata
pe un suport sonor compus din percutie metalicd asiatica. Gestul (actiune-
migcare) creeaza sunet si sugestii ritmice. Personajele care populeaza scena
sunt imbatranite (Nadj si Vladimir Tarasov), au rezonante cu personajele
create de Beckett si Kantor. Miscarea atent coordonatd intensifica
dinamismul si pluriplanismul armonic (sunete soc, pasi ce creeazd ritm).
Apar pe rand formule antropomorf-zoomorfe (figura omului pasare care
emite sunete de pasdre) urmate de serii de miscari (momente “solistice”
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executate de Joseph Nadj) reluate ciclic (spasme, clovnerii, elemente kata
din arta martiala japonezd) suportate sonor de alterante intre percutie si
cantec de pasari. Mai evident decat in alte lucrari apar trimiteri catre arta
conceptuala de tip Joseph Kosuth sau Robert Raushenberg (cu o creta pe o
tabla scrie cuvantul “paysage”, titlul program al spectacolului). Josef Nad;
este inspirat si de pictorul spaniol Miquel Barcel6, cu care va colabora in
spectacolul din 2006 prezentat la Festivalul de la Avignon, Passo Doble
(suportul sonor este asigurat de Alain Mah¢). Lucrarea este o partiturd de
evenimente sub forma de naratiune abstractd creatd din corpul actantului.
Nadj - Barceld crecaza o formula inedita a coregrafiei - spatiu conceputa ca
instalatie, ca un dialog intre cele doua planuri ale scenei, vertical si orizontal.
Tn Passo doble scena, materia moale a lutului este plasatd pe planul vertical,
ca fundal. “Actiunea” debuteaza cu pulsatiile acestei materii fara forma, pana
la rupere. Lutul va deveni material viu, substantd performativa. Daca in
spectacolul Les Corbeaux, din 2010, pictura este prioritatea gandirii
regizorale, in Passo doble aceasta este coordonata de sculptura, de materialul
in care se pot lasa urme, zgarieturi, inscriptionari de formule abstracte cu
alura primitiva. Executia artistului, conflictul si contopirea, din final, cu lutul
inseamna textura spectacolului. Efortul celor doi performeri, Nadj si Barcelo
culmineazad 1n creatia de masti fabuloase care la prima vedere amintesc de
siluetele de zeitafi antice egiptene sau fapturile compozite in ceramica sau
relief din sculptura lui Barcel6. Lutul este materialul scenografic de baza,
simbol al genezei, fortei vitale, motorul vietii. Performerii se contopesc cu
acest material, “situatiile” scenice sunt create prin folosirea corpului
(rezonante ale artei lui Yves Klein care folosea corpul modelelor manjite de
vopsea, pe care le rula pe panza). Montarea este emblematica pentru dialogul
intre performance art si formula teatru-dans. Componenta vizuala a
spectacolului este sculptura vie, metamorfoza formei, mitul vietii aparuta din
ut.

Tncepand cu anii "90 fenomenul teatru-dans cunoaste orientiri
neasteptate. Este vorba de montarile coregrafei Kitsou Dubois, inspirata de
modul de antrenament al astronautilor. Teatralitatea propusd de Dubois
exploreaza gravitatia si energia spatiului (experiente personale la NASA).
Recompune imagini scenice compatibile cu starea de imponderabilitate a
astronautilor care plutesc intr-un spatiu fara gravitatie. Acumuleaza elemente
abstracte din diverse perimetre geografice asiatice, pe care le Imbind cu
formalismul de tipul coregrafiei lui Merce Cunningham. Argumentele sunt
cautate in zona stiintelor (Einstein — teorii spatiale) si in alte surse consultate
la Centrul National de Studii Spatiale din Franta. Toate, elemente scenice
corporale de plutire sau “stare in spatiu” au sensibile legaturi cu arta plastica
(cazul Arthur Woods si sculptura Dansatorul cosmic din 1993, compus din
noud laturi dispuse in unghiuri ascutite, o compozitie perfect geometrica).
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Spectacolul Trajectoire fluide este sustinut de un fundal sonor ca 0 muzica a
Spatiului, “muzica a sferelor”, cu armonii elecronice si “frematari” de ritmuri
asemeni vibratiilor, cu efecte subtile de gong si atingeri metalice. Miscarea
in spatiu se deruleazd ca si ricosdri corporale urmate de reveniri bruste.
Corpul devine un arc elastic. In dramaturgia spectacolului intervin proiectii,
planuri geometrice pe care sunt proiectate imagini fluide (apa, forme
abstracte). Imaginile filmate se desfasoara paralel cu corpul si traseele anti-
gravitationale si cu sugestiile stranii ale suportului muzical. Lucrarea Sous le
vertige mizeaza pe simplitatea scenei in care sunt evidentiate pozitiile
verticale si oblice ale performerului. Singurul element functional din scend
este un pilon rotativ in diagonala ce permite manevre stranii ale siluetei,
elemente acrobatice in maniera circului. Dansul vazut de Dubois elimina
coordonatele traditionale, este confundat cu teatrul fizic, tradus printr-un
limbaj complex vizual, de la abstract la suprarealist. Compozitiile scenice
urmaresc atat latura “stiintifica”, sfidarea limitelor, cat si miscarea “purd”
coordonatd dupa legi ale geometriei in spatiu. Spatiul de joc este planul
vertical si “aerul” scenei.

Fara indoiala cercetarile si orientarile genului scenic teatru-dans vor
continua. Creatorii de spectacol vor miza din ce Tn ce mai mult pe elemente
neasteptate, soc vizual, nevoia de “nou” cu orice pret si experiente inedite,
coplesitoare. Complexul fenomen al dansului contemporan, al teatrului dans
a urmarit in egala masura atdt reformele artelor vizuale (happening,
performance art, instalatii, arta conceptuala, etc) cat si revolutia corporala,
antrenamentul artei actorului, teatrul fizic (consecintele scolii franceze
Jaques Lecoq). Este fara indoiala o artd nonconformistd, o “artd totala”,
conditionata de revolutiile teatrale ale corpului in secolul XX, expresiei,
independentei fatd de muzicd, declansand interesul academic. Fie ca este
vorba de implicdri ale tehnologiei de ultim moment pentru a “concura” cu
efectele vizuale impuse de film, fie cd imaginea urmareste repere abstract
geometrice contaminate de urbanism, teatrul-dans este un produs emblematic
pentru scena ultimelor decade.
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Despre cabotini
Doru AFTANASIU®

Rezumat: De ce ne supdram atit de tare pe actorii cabotini? Poate cd nu
exista profesor de arta actorului care sd nu-i atragd atentia studentului uneori,
atunci cand jocul sdu se Indreaptd spre un comic neimpus de rol sau de
situatia scenicd prestabilita, spunandu-i aproape in mod invariabil aceeasi
replica: ,,Nu fi cabotin!”. Aproape niciodatd cabotinul nu scapd de ochiul
vigilent al criticului de teatru care, uneori fard sa mai vada si lucruri bune, il
tine minte pe ,,vinovat” si 1l pedepseste nemilos, dintr-un varf de penita, in
cronica ulterioard a spectacolului. Chiar si o buna parte dintre spectatori se
arata a fi destul de neingdduitori cu actorul cabotin, acesta simtind raceala
sdlii, simtind cd toatd truda sa nu da roade. Acel simt al partenerului de
scend, folosit in timpul jocului, il serveste pe actor si in relatia cu publicul.
Orice practician al scenei stie asta. Nu e nevoie neapdrat de ilaritate, de
rasete zgomotoase in sald ca sa stii ca esti comic intr-un anumit moment al
spectacolului. Nu e nevoie nici de aplauze la scena deschisa dupa fiecare
secventd mai spectaculoasd ca sa stii ca ai fost destul de adevarat in
dramatismul interpretarii. Pur si simplu simti ca publicul ,,e cu tine”...

Cuvinte cheie: cabotin, pedagogie teatrala, actor

De ce ne suparam atat de tare pe actorii cabotini? Poate ca nu exista
profesor de arta actorului care sa nu-i atraga atentia studentului uneori, atunci
cand jocul sau se indreaptd spre un comic neimpus de rol sau de situatia
scenica prestabilita, spunandu-i aproape in mod invariabil aceeasi replica:
,Nu fi cabotin!”. Aproape niciodata cabotinul nu scapa de ochiul vigilent al
criticului de teatru care, uneori fara sa mai vada si lucruri bune, il tine minte
pe ,,vinovat” si il pedepseste nemilos, dintr-un Varf de penita, in cronica
ulterioard a spectacolului. Chiar si o buna parte dintre spectatori se aratd a fi
destul de neingdduitori cu actorul cabotin, acesta simtind raceala salii,
simtind ca toatd truda sa nu da roade. Acel simt al partenerului de scena,
folosit in timpul jocului, il serveste pe actor si in relatia cu publicul. Orice
practician al scenei stie asta. Nu e nevoie neapdrat de ilaritate, de rasete
zgomotoase in sald ca sa stii cd esti comic intr-un anumit moment al
spectacolului. Nu e nevoie nici de aplauze la scena deschisa dupa fiecare
secventd mai spectaculoasd ca sa stii ca ai fost destul de adevarat in
dramatismul interpretarii. Pur si simplu simti ca publicul ,,e cu tine”... Sau

* Lector universitar doctor la Facultatea de Teatru, Universitatea de Arte ,,George Enescu”
din Tasi; actor la Teatrul National din Iasi
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poate ca nu? Poate cd, din contra, simti o sala care te pironeste cu priviri de
gheatd, Tncat iti vine sa fugi in cabind si sd nu mai iesi niciodatd de acolo.
Cand domini publicul de pe scend simti asta. Simti si cand e invers ( o
situatie absolut nedoritd). Asadar poti simti si cand esti cabotin, nu-i asa? Iar
publicul poate sa te accepte, poate chiar mai mult, sa te aplaude pentru asta,
ori poate sd-ti serveasca numai din felul in care se uita la tine o dezaprobare
care aproape intotdeauna Tnspaimanta.

Cand ar trebui totusi respins jocul cabotin? Si cand poate fi ingdduit?
Oare poate fi Tngaduit?

Ce inseamna, la urma urmei, cuvantul ,,cabotin”?. Cea mai facila
sursa, la Indeména oricarui om care foloseste un computer (fie si atunci cand
redacteaza un articol), DEX online, ne lamureste: ,,cabotin, -i, cabotini -
e,s. m.sif. 1. Actor mediocru care urmareste succese usoare prin mijloace
facile; p. ext. persoana care incearcd sa se remarce printr-0 comportare
teatrald. 2. (In trecut, in Franta) Actor ambulant. — Din fr. cabotin.”* DEX
online oferd mai multe definitii, dar toate ne conduc catre aceeasi idee,
aproape fara nicio diferentd. Vasazica acest cuvant provine din limba
franceza si definea initial un om care isi castiga existenta umbland dintr-0
localitate intr-alta, poate Tnsotit si de o trupa, si practicind meseria de actor.
Ce legatura are asta cu lipsa de talent, cu mediocritatea? Sau e asociata
aceastd denumire cu aceea de ,mascarici” ori ,saltimbanc”? Nu este
imposibil, in acest caz, ca termenul preluat in limba romana sa fi capatat de-a
lungul timpului o conotatie peiorativa. Celelalte doua denumiri au cam fost
denaturate si ele in ultima vreme, mai ales in teatru. Insd mai stim ca in
lumea teatrului acest cuvant a dobandit o acceptiec mai larga. Se mai spune
cateodata despre un actor de comedie cu mare success la public ca e ,,un
mare cabotin”. lar expresia nu este deloc una critici sau rauvoitoare.
Dimpotriva, cei care fac aceastd afirmatie isi exprima astfel o mare admiratie
fatd de actorul respectiv.

Prin urmare, termenul ,,cabotin” poate sa ne conduca uneori si spre
idea de ,actor de succes”. Intr-adevir, existd actori care se folosesc de
anumite formule, gasite candva, pe care le aduc in fata publicului , repetand
constient o serie de gag-uri si folosind aceleasi mijloace de expresie, retete
cu care stiu sigur ca au succes. Iar publicul, in mod surprinzator, nu numai ca
nu respinge aceste formule, dar pare chiar sa le si ceara cu insistenta, uneori
fiind dispus sa rasplateasca acea prestatie destul de generos, atat cu aplauze
cat si pecuniar. Deloc de dispretuit aceastd idee. La urma urmelor, prin
,actor profesionist” intelegem, inainte de toate, ,,actorul de profesie”, omul
care traieste din aceastd meserie. Asadar nu trebuie dispretuit faptul ca
urmareste sa trdiasca din ea cat mai bine cu putintd. De aceea compromisul

! http://dexonline.ro/definitie/cabotin
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jocului artificial (caci jocul cabotinului asta presupune) este unul acceptat
uneori si cultivat Tn mod deliberat.

Cum ramane totusi cu amendamentele unor mari oameni de teatru?
Camil Petrescu, spre exemplu, condamna destul de ferm aceste tendinte:
»Actorul 1si Tnsuseste ticurile vedetelor, le imitd mimica vocald mai ales, dar
si pe cea fizica, foloseste gesturi poncife, incearca pe textul tiradelor mimica
anumitor cuplete declamatorii, strdine de text si ceea ce € mai grav straine de
sens, dar in care el a avut candva succes, cateva formule de obicei, intr-o
carierd actoriceasca...”? Aici este denuntat jocul manierist, o sursd a multor
esecuri scenice. Exista elemente comune in jocul cabotin si cel manierist.
Dar vorbim oare despre acelasi lucru? Deseori probabil ca se ajunge pana la
o nemeritatd confuzie. E necesar, In acest caz sd ne amintim de niste mari
actori, despre care lumea nu odata a spus ca ar fi, in fond, niste mari cabotini.
De pilda, mari comici romani ca Horatiu Maldiele sau Dem Radulescu.
Recurg cumva acesti artisti la ,,mijloace facile” - cum sugereaza dictionarul -
pentru a starni hohotele de réas ale publicului? Dar Toma Caragiu, despre care
stim ca repeta si el, atat pe scena cat si in filme, unele artificii de mare efect?
Poate doar pentru ei acele mijloace erau facile. Stim precis cad starneau si
starnesc rasul, un ras sincer, sanatos, al publicului de ieri si de azi. Si mai
stim ca publicul rade de ce se intampla pe scena sau pe ecran doar atunci
cand vede adevar, cand se regaseste in acea situatie. De fapt, rade de propria
sa conditie, chiar dacad nu e constient de asta. Ne mai putem aminti si de alti
mari comici ai ecranului, actori cunoscuti la nivel mondial, care pot fi
considerati cu adevarat niste piloni de baza ai comediei. Cine poate oare sa
ramana indiferent si rece la umorul unui comediant ca Louis de Funes? Cu
toate astea si el se folosea de un intreg arsenal de artificii gestice, mimice,
vocale, o gramada de strambaturi, adicd o adevarata retetd ce purta acelasi
nume: Funes. Dar oare Stan Laurel si Oliver Hardy nu foloseau si ei artificii
de efect? Ba da. Dar cei doi clovni ai ecranului au Incantat si incinta
generatii, tocmai prin jocul lor cabotin.

Nu sunt singurii actori care au recurs la retete pentru a dobandi
adulatia publicului. Am dat numai cateva exemple. Pot fi acuzati Insa acesti
oameni ca ar fi manieristi sau ca ar fi ne-creativi? Daca urmarim mai multe
filme cu Louis de Funes, de exemplu, vom ajunge la concluzia ca acest artist
pare sa fi fost obsedat toata viata de studiul unui anumit personaj. lar acel
personaj reprezintd o adevaratd tipologie, pe care marele actor francez a
reusit sd o satirizeze intr-un mod de-a dreptul stralucit: seful marunt, acel
individ umil cu superiorii si tiranic cu subalternii. Da, nu e tocmai ceea ce se
cheama un actor sfant, cum lasa de inteles Grotowsky ca ar trebui sa arate

2 petrescu, Camil, Modalitatea estetica a teatrului, Bucuresti, Editura Enciclopedica
Romana, 1971, p. 40
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actorul ideal. Nu poate totusi sd conteste nimeni valoarea mostenirii
cinematografice lasata de acest titan al comediei. Toti acei mari comici — ai
scenei sau ai ecranului — care ar putea fi acuzati de joc cabotin au un punct
comun: plac publicului. Odata ce se fac placuti, pot si le vorbeasca
oamenilor de pe scena (sau de pe ecran). Si putem fi siguri ca mesajul lor
este cu adevarat perceput de public.

Identificam, prin urmare, un altfel de cabotin: cabotinul de bun gust.
El recurge, e drept, la un arsenal de trucuri pentru a cuceri publicul. Dar
chiar daca distanta pana la actorul sfant se masoara deja in ani lumina n
cazul lui, nu ITnseamna neaparat ca el nu e un creator autentic. Daca stim de
existenta lui, inseamna ca trebuie sa aflam si de cabotinul de prost gust. Nu
conteaza cat se departeaza de actorul sfant primul, dar al doilea sigur poate fi
Tncadrat Tn categoria actorului curtezan, actor pe care Grotowsky pare sa-I
dispretuiasca, experienta lui aducand in scend ,,0 acumulare de metode, de
artificii si de trucuri.”® Probabil la acelasi tip de cabotin se refera si Camil
Petrescu atunci cand anatemizeaza jocul manierist, sablonard, plafonat si fara
nici un rezultat artistic al actorului slab: ,,Cauta deci efecte pe deasupra
textului care adeseori contrazic textul. Vocea se umfla, se ofera in
devine excesiva, acrobatic, avantajul fizic devine exhibitiv.”* Mai ales in
comedie, cabotinul de prost gust va cauta efectul de dragul efectului, fara
finalitate. Cum poate arata efectul fara context, fara fond? Se mai poate numi
efect? Nu, Tn nici un caz. Vorbim, in cel mai bun caz de manierism. lar in cel
mai rau, de strambaturi fard nici un fond. Parasesti logica textului, parasesti
logica regiei, atmosfera generald a spectacolului, parasesti si linia generald a
interpretarii personale a rolului — daca a existat vreuna, exista pericolul real
sa dezechilibrezi tot spectacolul (depinde in care moment al lui pacatuiesti).
Toate astea numai ca sa te faci de ras in fata publicului. Pentru ca, sd fim
intelesi, atunci cand esti ridicol in scena, cei pe care-i doresti cu atata ardoare
ca admiratori personali iti vor oferi exact contrariul: dispretul cel mai
profund.

Putem concluziona ca, pentru a te folosi de trucuri si efecte, ai nevoie
de multa inteligenta artistica, dar si de o oarecare experientd. De aceea un
tandr actor care simte - si i s-a confirmat chiar, inca din timpul studiilor — ca
este deosebit de inzestrat pentru rolurile de comedie, ar trebui sa nu fie prea
grabit in cucerirea, in vrdjirea publicului. Au existat chiar cazuri in care
proaspat absolventi, abia iesiti din scoala de teatru si angajati imediat intr-un
teatru profesionist tocmai pentru ca le-a fost remarcat la timp realul talent
comic, sa renunte la aceasta meserie dupa nici trei stagiuni. Cam trist, nu-i

® Grotowsky, Jerzy, Spre un teatru sirac, Bucuresti, Editura Unitext, 1988, p.21
4 -
Ibidem
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asa? Dar cum a fost posibil? Simplu, intr-un teatru se perinda diversi
regizori. Unii te intreaba daca mai stii si altceva decat acel stil de comedie. Tn
momentul In care lumea observa ca nu poti sau ca refuzi sa iesi din acel
cliseu, rolurile devin din ce in ce mai mici. Cu timpul dispar de tot. Ceea ce
se anunta a fi o viitoare carierd de success se transforma in somaj.

Dar nu intotdeauna tanarul comic este vinovat de ce i se Intampla.
Daca exista actorul cabotin, trebuie sa recunostem si existenta regizorului
cabotin. Din fericire, nici unii, nici altii nu sunt asa de multi. Insa atunci cand
exista, iar cei doi se intalnesc, asistdm la nasterea unei cai sigure de prabusire
a actului artistic. Regizorul cabotin il distribuie pe ne-experimentatul comic
vazand in el cheia succesului in reprezentatia ce va urma. li va cere eventual
sd facd ce a mai facut si In alte montari, chiar daca in spectacolul pe care il
pregiteste nu e nicidecum cazul s-o facd. N-are rost sa pomenim 1in
dezbaterea de fatd si de mari texte de comedie distruse de regizori sedusi de
comicul de suprafatd.Tanarul comic este incantat de viitorul succes, se
intrece pe sine 1n folosirea umorului facil, a efectului comic fara sens. Poate
ca publicul se va distra pe moment. Dar actorul va fi in pierdere fara ca
macar sa-si dea seama de asta. Va Incepe si in urmatoarele roluri sa caute
umor, chiar si acolo unde nu existd. Nu va mai putea evita distrugerea
partiturilor ulterioare si, odata cu ele, va urma auto-distrugerea actorului.
Existd in acest sens exemple concrete, dar nu are rost sd le prezentam; in
primul rand din gentilete si in al doilea rand din convingerea ca lucrurile vor
intra, Tntr-o buna zi, pe un figas normal. In sensul acesta, printre altele, un
rol hotarator il poate avea chiar critica de specialitate.

Poate fi, intr-adevar, o problema destul de grava, pentru ca exista
riscul ca un actor sau un regizor cu mare potential sa se piarda pe parcurs, o
paguba ce-l afecteaza atat pe el, cat si pe spectator, acesta din urma fiind
vaduvit de un viitor — poate — mare artist. In teatru insd, dacd existi o
problema, inseamna ca exista si o rezolvare. lar aceasta poate fi una simpla:
evitarea grabei de a avea un succes cat mai mare si cat mai facil.. La urma
urmelor, trebuie sa ne amintim de ce am ales drumul actoriei sau al regiei:
pentru ca simteam in noi, inainte de toate, pornirea de a juca pe scend sau de
a regiza, fara sa ne intereseze prea mult statutul de vedeta. Acest statut poate
va veni. lar dacd nu... nu-i nici o nenorocire. Trebuie sa fim constienti pana
la capat si sa pornim de la premiza ca cel putin teatrul, acum, in epoca
televiziunii de inaltd performantd, a cinematografiei, a internetului etc. cu
greu mai poate produce vedete.Putem, deci, sd ne ,,resemnam” si sa cautam
»umilul” statut de creator.

Daca tot am vorbit de actorul si de regizorul cabotin, nu cumva mai
exista si autorul cabotin? Bineinteles ca existd. Nu e intotdeauna foarte clar
cum de ajung unele texte, mai mult sau mai putin comice, vadit lipsite de
vreo valoare literard, cu o ofertd dramaticd extrem de subtire, texte in care
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cateodata vulgarul ¢ privit ca un element comercial de neinlocuit, aducator
de public (deci de incasari), sa fie jucate uncori chiar prin teatrele
importante. Chiar si cel mai abil regizor se va descurca destul de greu Tn
hatisurile unei productii dramatice care vaneaza efectul comic fara motivatie.
Chiar si actorii experimentati rasufld cu greu in incercarea de a se salva cat
mai onorabil dintr-o experientd absolut nefastd produsa de intdlnirea cu
textul unui amator de bufonerii gratuite. Un astfel de text poate fi de rau
augur pentru oricine, mai ales pentru un actor sau un regizor lipsit de
experientd. Riscul deprofesionalizarii e destul de ridicat, deoarece textul in
sine poate sa impund interpretari cabotine. Odata ce se intampla acest lucru,
cei implicati trebuie si fie foarte atenti la conluzii. In momentul in care
concluzia e ca ,,de bine, de rau, stiu ca s-a ras in sala”, Inseamna ca
respectivii profesionisti au... o problema profesionala. Si pentru acest tip de
dramaturg poate sa existe o solutie: sd nu mai scrie teatru. Nici aici nu vom
oferi exemple, din aceleasi motive expuse mai sus.

Desigur, menirea oricarei arte nu este neaparat de a oferi societatii
solutii, raspunsuri, certitudini... Nu este neaparat aceeca de a oferi tineretului
o educatie morala. Poate cel mult una esteticd. Arta mai degraba trebuie sa
puni intrebari. Insd atunci cand propui publicului efecte de suprafatd, fard
nici un fundament, atunci cand i prezinti cel mult consecinte imediate, fara
sa intrebi (sau sa te intrebi) nimic in legaturd cu cauzele, este ca si cum ai
incerca sa vindeci un bolnav de cancer aplicandu-i frectii cu carmol.

In concluzie: poti sa fii cabotin in scend (de bun gust, bineinteles) dar
numai daca bunul simt iti permite acest lux. Este de recomandat, cel putin la
inceputul unei cariere actoricesti, evitarea acestei zone. La fel ca orice
practician al oricarei forme de arta, marele comic trebuie sa se nasca in mod
firesc, nu sa se fabrice.
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De la utopie la scena
Anca Maria RUSU®

Rezumat: Inceputul de secol XX inregistreazd impunerea, in miscarea
teatrald, a personalitatii regizorului, acestuia revenindu-i sarcini complexe,
artistice, organizatorice, teoretice si pedagogice. Spectacolul teatral este de
neconceput fara contributia sa, decisiva si in stabilirea repertoriului teatrului,
in formarea actorilor, in imprimarea unui stil specific trupei pe care o
,pastoreste”. Socotit animator, conducator spiritual si ideologic al acesteia,
regizorul ocupa locul central in viata teatrului, iar in realizarea spectacolelor
— demersul sau esential — conceptia lui, gandul lui creator capata putere de
lege. Primele decenii ale secolului trecut au impus cateva nume de regizori
care au trasat liniile directoare ale artei teatrale contemporane, de la ei
revendicandu-se majoritatea directorilor de scena care au dat teatrului
personalitate, loc distinct in migcarea artisticd moderna. Ne-am oprit, in cele
ce urmeazd, la doud personalitdfi care au creat noi mijloace si forme de
expresie scenica, vizionarismul lor, considerat uneori utopic, recomandandu-
1 astazi drept reformatori ai teatralitdtii si ai teatrului ca artd independenta :
Vsevolod Meyerhold si Edward Gordon Craig.

Cuvinte-cheie:  regizor, program estetic, expresivitate corporala,
biomecanica, supra-marioneta

Odata cu Tnceputul secolului XX, se impune tot mai decis, Th miscarea
teatrald, personalitatea regizorului, regia de teatru avand tendinta de a capata
statutul de stiinta, ,,stiinta reprezentarii operelor dramatice”, cum o numea lon
Sava.. Functia regiei devine complexa, regizorul Tsi asuma sarcini artistice,
organizatorice si pedagogice, spectacolul teatral fiind de neconceput fara
contributia sa, dar, in acelasi timp, regizorului revenindu-i si raspunderi n
orientarea generala a activitatii teatrului, in stabilirea repertoriului, Tn formarea
actorilor, in constituirea trupei si imprimarea unui stil specific acesteia. Socotit
animator, conducator spiritual si ideologic al trupei, regizorul ocupa locul
central Tn viata teatrului, iar Tn realizarea spectacolelor — demersul sau esential
— conceptia lui, gandul lui creator capata putere de lege. El are misiunea sa
realizeze consonanta dintre sensurile textului dramatic si semnele scenice.
»Lectura regizorului — scria Meyerhold — coreleaza fintreaga opera.

* Profesor universitar doctor la Facultatea de Teatru, Universitatea de Arte ,,George Enescu”
din Tasi
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Antrenandu-i pe actori prin pasiunea fata de opera, regizorul toarna in ei si
sufletul autorului si propria sa interpretare.”

Primele decenii ale secolului XX au impus cateva nume de regizori care au
trasat, de fapt, liniile directoare ale artei scenice contemporane, de la ei
revendicandu-se majoritatea directorilor de scena care au dat teatrului
personalitate, loc distinct in miscarea artistici modernd. Ne vom opri, 1n cele
ce urmeaza, la doud personalititi care au deschis orizontul teatrului, prin
teoriile lor utopice pand la un punct, prin crearea de noi mijloace si forme de
expresie scenica: Vsevolod Meyerhold si Edward Gordon Craig.

Fost colaborator al lui Stanislavski la Teatrul de Artd din Moscova si la
Studioul experimental, Vsevolod Meyerhold s-a desprins de influenta
maestrului si a pornit pe un drum propriu, primul pas vizibil fiind renuntarea la
decorurile minutioase, realiste ale momentului si optiunea pentru viziunea de
tip impresionist, Impreuna cu scenografii Sapunov si Sudeikin. La Meyerhold,
principiul stanislavskian al redarii exacte a ,,tablourilor de viatd” cedeaza in
favoarea impresiei, a reactiei emotionale obtinute prin culoare — un principiu
pur pictural. Tn Moartea lui Tintagiles de Maeterlinck, de pilda, desi obiectele
si spatiile aveau concretete (malul marii, o alee de chiparosi, un palat, o odaie),
toate decorurile erau de culoare verde-albastruie. Tanarul regizor urmarea, pe
de altd parte, ideea teatrului imobil, cu miscari lente, care nu erau o copie
plastica a miscarilor reale ale omului, ci redau ,muzica miscarii”,
corespunzitoare sensului tainic al textului. In anumite momente, actorii
inmarmureau pe neasteptate, aparand ca niste sculpturi insufletite. S-au nascut
astfel, asa numitele ,,basoreliefuri vii” meyerholdiene.

Dupa plecarea sa de la Studioul din Moscova, Meyerhold ajunge la Sankt
Petersburg, in teatrul Verei Komissarjevskaia, unde realizeaza montari de mare
indrazneala, ca Hedda Gabler de Ibsen. Lumea care o inconjura pe Hedda era
imaginatd de eroind, iar frumusetea pe care aceasta o visa era prezentd pe
scena in decoruri impresioniste, dominate de picturalitate, de culoare. Ca si in
spectacolul Sora Beatrice (textul semnat de Maeterlinck), decorurile lui
Sudeikin au fost apreciate de critici ca un adevarat ,,acompaniament muzical”.
Incadrand corpurile vii intre panouri decorative, Meyerhold dorea si obtini
infatisarea statuara a actorilor, basoreliefuri vii §i o miscare cvasi-coregrafica.
Actorii s-au revoltat. Komissarjevskaia i-a reprosat cd vrea sa transforme
teatrul actorilor vii Tntr-un teatru de marionete si 1-a concediat. Dar Meyerhold
apucase sia monteze piesa lui A. Blok — Teatrul de balci, cu scenograful
Nikolai Sapunov. Aici introducea ideea de teatru in teatru, desfiinta granita
dintre scend si sald, atacand curajos ,.cutia” tradifionald si militand pentru
apropierea actorului de spectator. Mai mult chiar, montand Don Juan de
Moliére, prelungea proscenium-ul mult catre spectatori si desfasura actiunea in
sala puternic luminata. Se prefigureaza astfel o noua estetica teatrald axata pe
idealul teatrului-templu, ca forma de comuniune intre scena si sala. Meyerhold
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a fost atras si de spectacolul de improvizatie al Commediei dell’arte, de mastile
pe care le considera simboluri nepieritoare ale plasmuirii si inventiei creatoare
in teatru, ca si in teatrul japonez, de altfel.. Mascarada lui Lermontov aducea
pe scend toate mastile Commediei, Imbinand neasteptat romantismul cu
fantasticul si luxul exorbitant cu ritmul extrem de alert al montarii, ceea ce
explicd succesul reprezentatiei care a rezistat pe scend mai bine de 25 de ani,
pana in 1941, cand o bomba a distrus decorurile.

Dupa razboi, la Teatrul RSFSR, Meyerhold promoveaza spectacolul-
miting, subliniind contrastul dintre brutalitatea vietii si poezia scenei. Strada
patrunde in teatru. Confortul silii este desfiintat. In foaier se puteau maénca
seminte si arunca mucuri de tigari. Curajos si impetuos, Meyerhold aruncase
vechile decoruri Tn magazie inlocuindu-le cu decoruri confectionate din fier,
lemn, sfoard si sarma, dezgolise zidurile de caramida ale cladirii si lipise pe
peretii coridoarelor caricaturi, afise si lozinci, ca pe stradd. Scena era
geometrizata; cuburi, cilindri, triunghiuri, prisme colorate in cenusiu-argintiu
se profilau pe un fundal de placaj in forma de cerc, colorat in rosu. La
reliefurile cubiste si futuriste (provocari adresate decoratiunilor plane specifice
iluziei teatrale) Meyerhold va renunta destul de repede, in favoarea scarilor si
podurilor Tn montdri de tip constructivist consonante cu viata societafii
mecanizate, cu triumful erei masinilor, care vor prinde radacina ulterior In
teatrul modern. A fost aceasta doar o etapa in activitatea regizorului rus. Cu
timpul, constructivismul sau metoda dezgolirii scenice iau sfarsit. Constructiile
incep sa recapete trup, sd imbrace vesminte, sa se coloreze, ba chiar sa se
retragd din prim plan, iar cdnd raman in scena, ele au doar sarcina unor imagini
care sugereaza locul si timpul actiunii.

In ceea ce priveste arta actorului, Vsevolod Meyerhold, despartindu-se de
Stanislavski, mergea din 1905 deja pe un drum propriu, optand pentru un
teatru in care limbajul gestual era esential si cerand actorului un discurs scenic
muzical ori sculptural, un trup suplu, maleabil ,,precum ceara”, dar si o
»disciplind de fier”, care sd-1 conduca spre starea de extaz atinsd doar in
,celula singuratatii creatoare”, in recuperarca dimensiunii sacre a teatrului.
Nedorind sd@ creeze montdri caleidoscop de tip naturalist, el preconiza
eliminarea accesoriilor inutile, pentru a aduce in prim plan ,,inifiativa creatoare
a actorului”, al cdrui corp sa fie instrument perfect exersat, adica antrenat prin
exercitii adecvate, de ,,biomecanica”. Biomecanica — o mecanica a formelor vii
ce vizeaza expresia formald a fondului emotional — rdmane, poate, partea cea
mai reprezentativi a gandirii si creatiei meyerholdiene. In spatele acestei
denumiri se ascund rezultatele cercetarilor sale, de la miscare la nemiscare, de
la sunet la scenarizare, cinematografizare, cuvant sau muzica, toate actionand
asupra psihicului spectatorului prin intermediul plasticitatii si expresivitatii
corporale ale actorului total. In plus, conventia stilizati, grotescul tragic,
desenul plastic, teatrul static dar si dispozitivele mecanice pe care le-a
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imaginat, teoretizat si aplicat Meyerhold au condus la neasteptate metamorfoze
ale artei scenice rusesti si europene din primele decenii ale secolului trecut.
Mai mult decét atat, gandul creator al acestui ,,alpinist al ideilor”, al acestui
tragic ,,pirat iluminat” care a dinamitat arta conservatoare considerand teatrul o
scoald unde se invata libertatea spiritului, revine astazi transformat, imbogatit,
mai direct sau mai pe ocolite, in activitatea multor regizori contemporani.

Vsevolod Meyerhold este primul regizor important croit dupd modelul
gandit de provocatorul teoretician (si actor si regizor si scenograf) enlez
Edward Gordon Craig: cel al regizorului profesionist, al regizorului-lider a
carui unica autoritate nu poate fi pusa la indoiald, singurul Tn masurd sa
garanteze valoarea artisticd a unei productii scenice. Craig aduce o noud
conceptie si 0 noud tehnica in teatru, protestand astfel impotriva realismului si
naturalismului care invadasera scena, care impusesera adevarul istoric in
costum si in stilul reprezentatiei dramatice. Despre actor are opinii
defavorabile, acuzandu-1 ca e sclavul rutinier a ceea ce a invatat si ca nu ¢ apt
sa creeze: ,,Tot ce stie sa faca daca vrea sd vedem poezia unui sarut, ardoarea
unei lupte sau calvarul mortii e sa copieze in mod servil, fotografic, realitatea:
saruta, luptd si mimeazd moartea”, citim in Despre arta teatrului (1911).
Asemenea actori ,,ventriloci si naturalisti” cred ca a pune viata in opera de arta
inseamna a oferi o imitatie materiald, grosoland, imediata a realitatii. Or trupul
omenesc nu poate fi instrument de arta, mijloc de expresie artistica, pentru ca e
imperfect.

Ca si Meyerhold care isi propune sa recontureze rolul corporalitatii in actul
teatral, Craig vorbeste despre natura insdsi a organismului uman plin de
slabiciuni (la care se referise cu aproape doud secole inainte Diderot), luand
atitudine impotriva dezordinii provocate de ea, impotriva incertitudinii si
anarhiei impuse de sensibilitatea necontrolata, neartistica. Gandirea actorului —
zice Craig — ¢ stapanita de emotia lui, ,,care ajunge sa distruga ceea ce voia sa
creeze gandirea”. Deci ceea ce ne infatiseaza actorul nu este o opera de arta, Ci
,,0 serie de marturisiri involuntare”, nesupuse unor reguli. Actorul nu poate
deveni artist adevarat decat supunandu-se unor norme stricte plasate deasupra
maniere de joc bazate pe gesturi simbolice care sa explice ,,spiritul lucrurilor”.
Céaci viata ca atare nu i se pare ,motiv de artd”. Arta este artificiu si
constrangere, dificultate limita prin respectarea unor reguli severe. Mai mult
decat atat, viata e aceea care imita arta.

E o opinie tranzitorie, caci ulterior Craig va recurge la una mult mai ferma:
nu e nevoie de actor in teatru; aceastd fiintd plind de cusururi trebuie sa
dispard, odata cu naturalismul dramatic, fiind Tnlocuitd printr-o nascocire a
regiei moderne: supra-marioneta. In paralel, regizorul englez preconiza
eliberarea teatrului si de tirania textului. El socotea intristator spectacolul in
care un om exprima gandirea altuia Tn forma in care acesta a conceput-o, nsa
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exhiband in public propria lui persoana: ,,Natura omeneasca se va revolta cand
va fi silita sa fie sclavul sau simplul porte-parole al unui alt om”. Sau: ,,Cred ca
va veni timpul cand vom putea crea opere de arta in teatru, fara sa ne slujim de
piesa scrisa si fara sa ne slujim de actori.” Craig isi propune sa apere teatrul nu
numai impotriva textului si a actorilor imperfecti, ci si impotriva picturii (asa
cum se folosea ea in teatrul de la Meiningen, de unde se raspandise in toatd
Europa) si, de asemenea, Tmpotriva muzicii (asa cum o impusese drama
muzicald wagneriana). Si aceasta pentru ca el intelegea teatrul ca o pe arta
independenta care a fost invadatd de alte arte pentru ca nu a fost suficient
aparatd de catre artistii sai: ,,...pictorii $i muzicienii, ca si literatorii, s-au
plictisit de ntinsele lor bunuri si nu gandesc decét sa-si anexeze teatrul. Ei
bine, rostul meu e sa-i denunt, sd revendic teatrul pentru aceia care s-au nascut
pentru el. il vom avea. Astizi, maine, intr-o suta de ani poate, dar 1l vom avea
al nostru”.

Teatrul pe care il viseaza Craig are la temelie ideea de miscare, cu un soi
de ndzuintd spre absolut. El insusi marturiseste ca are in vedere miscarile
simple, perfecte, ritmurile elementare: ,,Marile miscari nu vor putea fi prinse
mai Inainte de cateva mii de ani. Dar odata cu ele va veni o mare fericire, cici
vom fi mai aproape de echilibrul desavarsit decat am fost vreodata”. Si spera
ca arta teatrului, ndscutd din miscare va fi ,intdia si ultima credinta
universala”. Dincolo de acest vizionarism, de aceasta iluzionare — care nu e
chiar utopica — descoperim in conceptia mesianica a lui Craig unele convingeri
de care s-au slujit creatorii de teatru reformatori, chiar dacd practica sa
regizorald s-a redus la schite de decor si la montarea doar a catorva piese in
diverse capitale europene. In primul rand ideea ca teatrul e o artd independenta
al carei destin e incredintat in intregime regizorului, individualitate creatoare,
detinator al unui program estetic si decizional ce asigura infaptuirea proiectului
si a unitatii lui artistice.
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Limitele dramaturgiei romanesti si depasirea lor

Larura BILIC®

Rezumat: In perioada comunista, limitele teatrului erau stabilite de Partid.
Dupa revolutia din decembrie 1989, dramaturgia romaneasca a inceput sa isi
schimbe hainele vechi, cu unele noi, moderne. Obisnuifi cu cenzura,
dramaturgii romani incep din anii ’90 sa isi exercite un drept esential pentru
artisti, ce le-a fost refuzat multa vreme, dreptul la libera exprimare. Vom lua
in discutie trei dramaturgi romani — unul apreciat atat in fostul regim, cat si
n actualul, un dramaturg cenzurat, care s-a dezvoltat dupa anii *90, si unul al
timpurilor moderne. Primul deceniu al anilor *90 este dominat de deruta, atat
creatorii de texte dramatice, cat si promotorii unei dramaturgii originale,
facand efortul de a se adapta noii realitati, de a se folosi de “dreptul la libera
exprimare”. Si dacd “libertatea” este o notiune subiectiva, fiind, de fapt,
dreptul de a alege, atunci “limitele” trebuiesc stabilite de fiecare artist in
parte.

Cuvinte cheie: libertate de exprimare, dramaturgie contemporana, receptare
critica

Tn perioada comunista, limitele teatrului erau stabilite de Partid. Dupa
revolutia din decembrie 1989, dramaturgia romaneasca a inceput sa 1isi
schimbe hainele vechi, cu unele noi, moderne. Dar REvolutia inseamna
obligatoriu Evolutie, sau doar inlocuireca limitelor impuse de sistemul
comunist, cu altele noi, democrate? Obisnuiti cu cenzura, dramaturgii romani
Tncep din anii "90 sa isi exercite un drept esential pentru artisti, ce le-a fost
refuzat multa vreme, dreptul la libera exprimare.

Cel mai bun exemplu de adaptare, in noua ordine sociald, il
reprezintd Dumitru Solomon, scriitor dramatic apreciat §i jucat atdt in
regimul comunist, cat si dupa caderea acestuia. Autorul Se va apleca de-a
lungul carierei sale 1n special asupra dramei de idei, scriind un teatru incarcat
de metafore, de filozofie. Una dintre cele mai cunoscute scrieri semnate de
Dumitru Solomon este trilogia Socrate, Platon, Diogene céinele, o opera
plind de meditatii asupra raporturilor omului cu societatea, cu viata, cu
propriul destin. Autorul avertizeaza ca nu este vorba de reconstituiri istorice,
nici de biografii dramatizate si ca materialul documentar inclus nu este

* Preparator universitar doctorand la Facultatea de Teatru, Universitatea de Arte ,,George
Enescu”, lasi
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altceva decat un pretext pentru ,,0 metaforda a omului universal si
contemporan si a spiritului uman in lupta cu el insusi”.’

Dupa 1990, autorul nu renunta brusc la ,,metafora”, definitorie pentru
dramaturgia romaneascd din perioada comunista. Piesa Transfer de
personalitate, de exemplu, este inspiratd dupa o schita a lui Jaroslav Hasek,
actiunea fiind plasatda la Praga, in Imperiul Austro-Ungar, la inceputul
secolului XX, moment in care puterea manipula individul dupa bunul ei plac.
Tema va fi reluata si mutata in spatiul romanesc, cinci ani mai tarziu, in piesa
Repetabila scena a balconului, desemnata de UNITER ,,Cea mai buna piesa
romaneascd a anului”. Desi, piesa aceasta, ca si celelalte scrieri ale autorului,
este o pendulare intre real si fictiune, Dumitru Solomon suprinde cu
acuratete neputintele si lasitatile omului contemporan. ,,Balconul” apare aici
ca un spatiu esential al Revolutiei romane din decembrie 1989, fiind, in
viziunea autorului, ,.un element politic fundamental”®.

Personajele principale sunt, in planul real doi tineri anonimi, numiti
generic A si B, iar in cel imaginar Romeo, Julieta si Doica. Amintind de
personajele lui Visniec, A este marele nehotarat care gandeste mult dar
pregeta sa actioneze, deoarece ,,frica” permanentd i-a omorat motivatiile si
vointa. A vrea sa urce in balcon, vrea sa scape de incertitudini, vrea sa aiba
curaj, sd renunte la vechile obisnuinte, dar fiecare treaptd inseamnd o noua
indoiala: ,,Gata! Acum ori niciodata! E timpul sa actionez. Am ezitat un an.
(...) Ce-ar putea sa se intdmple? Sa se rupa scara. Imposibil! Am probat-0
de nenumarate ori. Sa se rupa balconul. Astea erau argumentele ezitarii.
Alibiurile lasitatii.”" La polul opus se afla B, blazatul, cel care, intelegand ca
lumea nu se conduce cu teoria ci cu practica, nu are nicio problema in a urca
scara: ,,A: Ai fi in stare sa urci scara asta dintr-o datd, dintr-o suflare...pdana
la balconul ala? B: E stricata? A: Nu. B: Atunci de ce sa nu fiu in stare? A:
Padi nu spuneai ca ne-am blazat, ca ne invartim in cerc? B: §i ce-i cu asta?
Asta-i teorie.”®

Si, cum ,lumea se compune din realitati si iluzii”®, isi fac treptat
aparitia in scena Romeo, Julieta si Doica. Incepe un joc de-a v-ati ascunselea
in care toate personajele incearcd sd castige suprematia asupra balconului.
Piesa este, in fond, o meditatie despre revolutia din '89 si consecintele ei,
marcand principalele evenimente postdecembriste: ,,B: Doicd, hai sa facem
un comitet. DOICA: De ce? B: De conducere.; ,,B: Plecati cu totii, daca nu

®> Apud. Mircea Ghitulescu, Istoria dramaturgiei romane contemporane, Editura Albatros,
Bucuresti, 2000, p. 268.

® Dumitru Solomon, prefata la vol. Repetabila scend a balconului, Editura Unitext,
Bucuresti, 1995, p. 62.

" Dumitru Solomon, op.cit., p. 286.

®ldem, p. 288.

° Idem, p. 289.
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vreti sa chemam scutierii, pompierii §i mineriil”*. Degeaba a fost desfiintata
dictatura si in locul ei instauratd ,,democratura”, pentru cd nimic nu s-a
schimbat, lumea continua sa fie plina de lasi si parveniti: ,,B [lui A] (ca unui
copil): Dar cine se gaseste acum in balconul mult visat, mult ravnit si mult
ocolit, cine trage acum toate consecintele pozitive dar nemeritate ale unei
lasitati lamentabile, dezgustatoare, execrabile?”'*,

Tn final, A se va adresa direct publicului, incurajandu-1 sa fuga, si se
refugieze Tn imaginar, singurul loc unde s-ar putea atinge libertatea (fie
interioara, fie sociald): ,,A: AiCi S-a terminat! Aici nu avefi nici un rost...
Fugiti, cat nu v-a inghitit de tot realul! Intrati in lumea pura a irealitatii... a
imaginarului.”*?

Spre deosebire de Dumitru Solomon, losif Naghiu este un autor
dramatic cenzurat In perioada comunista, dar premiat in cea postdecembrista,
piesa sa Spitalul special fiind desemnata Cea mai Buna Piesa Romaneasca a
anului 1993. Fostul baschetbalist de performanta scrie initial poezie, debutul
in dramaturgie avand loc 1n 1968, cu piesa scurta Celuloid, o parabola a
filmului ca o capcana in care cad toti cei care fug de realitate. Marele succes
al dramaturgului se inregistreaza o datd cu aparitia primului volum de teatru
Autostop, cand, in 1970 piesa Gluga pe ochi este pusa in scena la Teatrul
Bulandra, in regia lui Valeriu Moisescu. Spectacolul a purtat subtitlul piesei,
Intunericul, si este o parabold comica a intectualului atacat de forte ale
raului. Spectacolul a fost interzis un an mai tarziu, desi autorul declarase intr-
un interviu acordat inainte de premiera ca spectacolul si subiectul piesei nu
au nicio legatura cu realitatea: “Piesa este o parabola si tot ceea ce propune o
face prin intermediul unei conventii. Nu trebuie cautate n ea similitudini cu
realitatea sau localizari: n-am intentionat aceasta, pentru ca astfel de piese
nu-si propun sa decupeze felii de viata ca atare.”™

Marcat de regimul comunist, dar si de consecintele revolutiei, losif
Naghiu incearca, dupa 90, o exorcizare de demonii fostului regim politic.
Actiunea piesei Spitalul special este plasata imediat dupa evenimentele din
decembrie '89, intr-un spiatal in care se incearcd experimente pe fostii
revolutionari, urmarindu-se vindecarea morald a societdtii. Exponentii
pacientilor sunt Pitu — un asa-zis erou (“PITU [Asistentei]: Afld, domnisoard
cd daca a fi erou este echivalent cu bou sau tampit, ai dreptate, sunt un fel

1% |dem, pp. 294-297.

1 Idem, p 298.

21dem, pp. 301-302.

B Jn ce cheie jucati ? (masd rotundd cu realizatorii spectacolului “Gluga pe ochi"
("Intunericul™) de losif Naghiu, la Teatrul "Bulandra”, “Teatrul”, nr 11 (anul XV),
noiembrie 1970, p 13, sursa: http://www.cimec.ro/.
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de erou”'*) al revolutiei si Lautaru, un asa-zis terorist. Acum, sunt amandoi

internati in acelasi salon care, previzibil, are numarul 22%. Internarea eroului
si teroristului in acelasi salon starneste reactii paradoxale din partea
amandurora. Pitu, desi ranit pentru ca fusese impuscat in fund de Lautaru,
chicoteste neincetat, iar Lautaru, desi sanatos conform analizelor, pare ca se
zbate intre viatd si moarte.

Evenimentele din decembrie '89 apar, in piesa lui losif Naghiu, sub
semnul derizoriului. Tocmai cel care s-a implicat si a sperat in revolutie,
Pitu, concluzioneaza cu amara ironie: “Dupd o viata traita-n zadar, 0
revolutie, un dictator izgonit, o noapte plina de sperante §i impuscaturi, m-
am pricopsit cu un glonte in fund si cu o internare intr-un spital special, intr-
un salon special”’®. Personajele piesei incearci zadarnic si gdseasca
vinovatii, raspunsul la intrebarea care a obsedat Romania anilor '90 — Cine a
tras Tn noi?: “SUCIU [procuror militar] : Dincolo de zidurile acestui spital,
tara intreaga doreste sa stie cine au fost terori§tii.”’17

Libertatea de exprimare” capdtd, insa, conotatii noi pentru un scriitor
ce nu s-a confruntat direct cu cenzura — o dovedeste Alina Mungiu-Pippidi si
Cea mai buna piesd romaneasca a anului 1992, Evanghelistii. Politilog
roman, una dintre cele mai cunoscute voci ale societatii civile, Alina
Mungiu-Pippidi este precursoarea unei noi generatii de creatori de teatru,
polemica fiind apanajul dramaturgiei noului mileniu.

Singura montare de care a avut parte piesa este cea din anul 2005 de
la Ateneul Tatéarasi din Iasi, in regia lui Benoit Vitse, raimanand pana azi un
caz atipic in istoria postdecembrista a teatrului romanesc. Si la publicarea din
1993 (Editura Unitext) si la premiera din 2005, Evanghelistii a revoltat
opinia publica, fiind considerata o blasfemie. Andrei Serban, proaspat numit
atunci director general al Teatrului National din Bucuresti, a intenfionat sa
monteze acest text, dar, dupd o prima lecturd cu actorii, s-a renuntat la
proiect. Criticul Marian Popescu precizeaza, referitor la acest episod: ,,Actori
si administratori au convenit ca nu pot reprezenta Evangheligtii tocmai la
National. O parere exprimata atunci (care mi-a parvenit indirect, caci ea nu a
fost publicd) de catre directorul artistic al institutiei o incrimina pe autoare ca
exprimand, prin piesd, un punct de vedere... marxist! Trebuie spus ca
«lepadarea» de marxism (de fapt, de comunism!) era convenabila atunci, era,
intr-un fel, la ordinea zilei, caci multi procedau la schimbarea hainelor si a

4 |osif Naghiu, Spitalul special si Visul romdnesc si omul revolutiei prabusite, Colectia
Piese noi, Seria Dramaturgi romani, Editura Unitext, Bucuresti, 1994, p. 18.

> 1n 22 decembrie 1989 Frontul Democratic Romén (comitetului revolutionar infiintat in 20
decembrie 1989 cu scopul de a conduce revolutia roméand) a tiparit manifestul “A cazut
tirania!” in care se anuntau principalele sale revendicari.

1%10sif Naghiu, op.cit., p. 20.

" 1dem, p. 21.
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obedientei asumate inainte de 1989, cand, de pilda, chiar unii dintre actorii
Nationalului apareau regulat in emisiunile TV si radio pentru a rosti versuri
omagiale pentru partid si liderii sai. Si atunci, ca si astazi, parerea
acuzatorilor a fost si este cd piesa e o blasfemie.”*®

Sfantul Pavel impreuna cu Isus le comanda unui profesor de retorica,
Kerintos, si celor patru ucenici ai sai — loan, Luca, Marcu si Matei — scrierea
unei povestiri despre nasterea, faptele, rastignirea si invierca Mantuitorului.
Autoarea il umanizeaza pe Isus pana la dezdumnezeire, intruchipandu-I drept
un lag care a fugit de rastignire, care a primit punga de arginti oferitd de Iuda
si care nu face minuni.

In ciuda subiectului complex si aparent blasfemitor, totul se reduce,
din nou, la ideea de libertate. Autoarea declara in caietul program:
~Evanghelistii este o piesa despre libertatea cuvintului. Piesa nu a fost scrisa
pentru a spune vreun adevar despre Isus sau credintd, ci numai unul despre
alegerea intelectuald intre tolerantd si bigotism.”. lar regizorul isi motiva
alegerea acestui text, afirménd: ,,Ce m-a hotarat si o montez a fost
descoperirea Evanghelistilor in culegerea de teatru in limba franceza: Apres
la censure de la editura UNITEXT. Deci suntem DUPA CENZURA! Am
aflat ca aceasta piesa n-a fost montatd niciodatd in Romania in ciuda
diferitelor incercari. Am ajuns la concluzia ca aici dupa cenzura, tot cenzura
ramane! Evanghelistii este un spectacol al libertatii — religioasa, politica,
sexuala.”

Si astazi, la aproape zece ani de la prima reprezentatie, se nasc
inevitabil doud intrebari: este de competenta reprezentatilor Bisericii sa
judece o opera de arta? Dar mai ales, o opera artistica trebuie evaluata pe
criterii exclusiv tematice? Candva Partidul trasa limitele artisticului, acum o
face Biserica? Autoarea ofera un raspuns: ,,Traim intr-o societate ipocrita, ca
in timpul dictatorului Ceausescu. Pe vremea Iui eram comunisti; astazi
suntem ortodocsi. Crestinismul nostru de vitrind ascunde o incredibila
napoiere.”*.

In ciuda reactiilor pe care le-a starnit, textul Alinei Mungiu-Pippidi
nu este unul tezist, radical, caci finalul echivoc nu contrazice, in fond, dogma
crestind. Pavel 1i otrdveste pe toti cei care au participat la scrierea
Evangheliilor si, pentru ca a protestat, 1l ucide si pe Isus. Dar Isus se ridica
din moarte si priviste cu tristete dezastrul. Tot ce mai poate face acum este sa
ii spund femeii iubite ,,Asta-seara vei fi cu mine in Rai!”

18 Marian Popescu, Despre ratiune si credintd. Evanghelistii, ,,Observator Cultural”, nr
299/dec. 2005, sursa: http://www.observatorcultural.ro/

9 Mirel Bran (corespondent ,,Le Monde™), En Roumanie, I'onde de choc des «Evangélistes»,
»Le Monde”, 2 feb/2006, sursa: www.lemonde.fr, (trad.n.).
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Acest drept al omului la ,,liberd exprimare”, invocat atat de des pe
parcursul polemicii starnite de Evanghelistii, consemnat in orice constitutie
democrata, ramane o notiune subiectiv-individuala. Reputatul critic de teatru
Ludmila Patlanjoglu aprecia, intr-un articol aparut in decembrie 2005:
»2Numai valoarea unui text poate justifica indrazneala de a regandi unul
dintre marile mituri ale umanitatii. In cazul textului Evanghelistii de Alina
Mungiu-Pippidi, acest demers ramane nejustificat. (...) La publicarea piesei,
dupa lecturd, sentimentele mele au fost contradictorii: revoltd, dar si mila
fatd de neputinta unei autoare de a accede la misterul absolut al Invierii.”%
Pe de alta parte, Oltita Cintec scrie, dupa premiera de la Ateneul Tatarasi:
“Un text literar nu trebuie judecat cu unitatile de masura ale cartilor sfinte.
Replicile Alinei Mungiu-Pippidi nu sunt, si nici nu aspird sa devina, «litera
de evanghelie». Piesa aceasta nu e o «blasfemie»; e un text cu certe calitati
teatrale, o re-interpretare, un joc de-a «ce-ar fi daca»”?,

Primul deceniu al anilor '90 este unul dominat de derutd, in care atéat
creatorii de texte dramatice, cat si promotorii unei dramaturgii originale, fac
efortul de a se adapta noii realitati, de a se folosi de “dreptul la libera
exprimare”. Si daca “libertatea” este o notiune subiectiva, fiind, de fapt,
dreptul de a alege, atunci “limitele” trebuiesc stabilite de fiecare artist n
parte.
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,,Vizibilitatea” artei lui Yoshi Oida

Tamara CONSTANTINESCU®

Rezumat : Peter Brook a adus importante contributii la revitalizarea artei
teatrului, experimentand modalitati artistice originale, ca adept al unui teatru
,viu”. Infiinteaza la Paris Centrul International de Creatie Teatrald, unde
cultiva o estetica diferita a apropierii intre public si actori. Instruit in teatrul
traditional Noh, actorul Yoshi Oida, a parasit Japonia pentru a debarca la
Paris. Ceea ce l-a determinat si facd acest pas a fost intalnirea cu Peter
Brook, ale cirui idei cu privire la teatru ii pireau noi si provocatoare. In
timp, a devenit o fortd majora a Centrului de Creatie Teatrala si unul dintre
preferatii lui Brook. A regizat spectacole, a jucat in filme si a condus ateliere
pentru actori peste tot in lume, influentat fiind de teatrul clasic japonez, unde
spectacolul este construit din exterior, actorul invatand miscdrile piesei ca si
cand ar fi o coregrafie. Pentru a diversifica ,,pregatirea” actorului, in cadrul
exercifiilor practicate in Centrul sdu, Brook combind exercitiile verbale cu
cele fizice, sub influenta tehnicilor orientale, avandu-| ca principal ,,maestru”
pe Yoshi Oida. Acesta a transpus Tn cartea sa - Actorul invizibil ceea ce ani
de zile a experimentat in practica din tara natald, dar si in cea din intreaga
lume. Munca unui interpret, in viziunea lui Oida, este aceea de a insufleti
scena prin jocul sdu, capacitatea lui de a reactiona fata de ceilalti actori si de

public.

Cuvinte cheie: Yoshi Oida, Peter Brook, tehnici actorie, teatrul japonez, arta
teatrului

Scena este locul unde totul se reia de la capat. Nimic nu e permanent.
Totul este ,,aici si acum” si, In acelasi timp, totul trece. Dar ceea ce ramane
este, aga cum marturiseste si Peter Brook in Spatiul gol, imaginea centrala a
spectacolului, silueta lui, o umbra care reprezinta esenta a ceea ce el avea de
spus. Regizor si teoretician apreciat, cu o viziune ce a devenit punct de
referinfd In spectacologia contemporand, Peter Brook a adus importante
contributii la revitalizarea artei teatrului, experimentand modalitéti artistice
care sa ofere actorului calea sigura pentru interpretarea si adaptarea textului
dramatic. Preocupat, mai ales, de modul Tn care teatrul contemporan se poate
transforma, pentru a putea stabili noi relatii intre regizori, actori si public,
Brook devine adeptul unui teatru ,,viu”, pentru care au militat, la randul lor,
Stanislavski, Meyerhold, Brecht, etc. Regizorul englez, impreuna cu un grup

* Teatrul Dramatic ,,Fani Tardini” Galati - actritd; Universitatea de Arte ,,George Enescu”
Iasi - doctorand, cadru didactic asociat
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de actori, regizori si dramaturgi, infiinteazd in 1969 la Paris, Centrul
International de Creatie Teatrald, unde se experimenteaza forme si
modalitati teatrale originale. Brook cultiva o esteticad a apropierii Intre public
si actori, studiind, totodata, felul in care limbajul este el insusi expresiv
pentru emotii, prima masura fiind aceea de a lucra cu sunete si silabe ce nu
si-au fixat un inteles, dar care sa poatd fi dezvoltate si controlate. Sa fii actor
inseamna sa-ti cultivi propria fiintd, caci aceastd fiintd se vede 1n creatie,
spune adesea Brook. Folosind distributii planetare (in Mahabharata, spre
exemplu, Ti foloseste, cu precadere, pe cei patru actori, stalpi ai trupei, Bruce
Myers, Yoshi Oida, Maurice Bénichou, Alain Maratrat, la fel si in Adunarea
Pasarilor, actori apartindtori ai mai multor culturi), Brook urmareste la
interpreti o puritate ce apare cand acestia ,,se deschid”. Dacé este intrebat ce
cauta la un actor, regizorului 1i place sa raspunda printr-un joc de cuvinte:
heart and hard. Suflet si indrazneald, cu ajutorul cérora se poate intampla
orice, atat in viatd cat si in teatru.

Instruit n teatrul traditional Noh, actorul Yoshi Oida, ,,unicul”, la
varsta de aproximativ 40 de ani, a pardsit Japonia pentru a debarca la Paris,
desi nu cunostea nicio limbd europeand. Ceea ce 1-a determinat sa faca acest
pas a fost intélnirea cu regizorul Peter Brook, ale cérui idei cu privire la
teatru ii pireau noi si provocatoare. in timp, a devenit o forti majori a
Centrului International de Creatie Teatrald si unul dintre preferatii lui Brook,
participand la majoritatea productiilor acestuia, precum: Neamul IK,
Adunarea Pdsdrilor, Mahabharata, The Man Who Mistook His Wife for a
hat. A regizat spectacole, a jucat in filme si a condus ateliere pentru actori
peste tot in lume, influentat fiind de teatrul clasic japonez, unde spectacolul
este construit din exterior, actorul invatand miscarile piesei ca si cand ar fi o
coregrafie. Tn acest spectacol, fiecare pas, fiecare gest emotional, fiecare
intoarcere a capului sunt fixate prin traditie. De asemenea, intonatiile vocale
foarte exacte sunt prescrise si trebuie sa fie invdtate ca parte a scenariului.
Aceste forme fizice si vocale poarta denumirea de kata. Un tanar actor
trebuie sa isi imite in totalitate maestrul, pentru a invata kata oricarui rol.
Existd doud stiluri principale in teatrul japonez: Noh si Kabuki, care au
aparut cu cateva secole in urma, pastrandu-si puterea de seductie pand in
prezent. Chiar daca isi reflectd originile istorice, aceste stiluri nu sunt
reproduceri ale unei traditii pierdute, sunt forme teatrale vii, care se bucura
incd de succes. ,, Teatrul Kabuki a aparut in secolul al XVII-lea si, la fel si
pentru teatrul Noh (al cérui discipol este Yoshi Oida) in prezentarea lor se
folosesc dansul, cantul, muzica si costumele splendide. Cu toate acestea spre
deosebire de teatrul Noh, obiectivul stilului Kabuki este sa creeze un
spectacol 1insufletit, care sd uimeascd publicul. Textul pune accente pe
evenimente dramatice si sentimentale. [....] Evenimente socante, frumusete
erotica, teroare, durere si pierdere, tuturor acestora li se da o formd prin
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maiestria supremd a actorului. lar mdiestria este afisatd in asa fel incat sa
castige admiratia publicului. In acest fel abordarea este foarte diferita fati de
cea a teatrului Noh. Indepirtindu-se de subtilitatea si sugestia indirectd a
sentimentului, folosite in teatrul Noh, piesele Kabuki sunt crzezate pentru a

Teatrul Noh aduce 1n scend experiente universale si necesitd un nivel
diferit de implicare fata de majoritatea formelor teatrale occidentale. Aici,
actorul se concentreaza strict la ceea ce trebuia sa faca cu corpul sau.
Motikiyo Zeami (1363-1443) este cel care a dat nastere teatrului Noh.
»Acesta a imbinat doua stiluri interpretative mai vechi Sarugaku si Dengaku.
Sarugaku, semnificind literar ,,muzica maimutei” era o forma de
divertisment popular, utilizand siretlicuri, comedie si acrobatii. Dengacu,
,cantece campenesti” isi avea originile in cantecele si dansurile realizate ca
parte a ritualului agricol. Pe masurd ce aceastd forma artistica isi facea
aparifia, Zeami i-a rafinat subiectul, stilul prezentarii si tehnicile interpretarii.
Pentru a-si transmite conceptiile urmatoarelor generatii de actori, a scris o
serie de tratate. Acestea au fost transmise mai departe in secret, intre
familiile teatrului Noh. Abia in 1908, atunci cand o colectie a acestor scrieri
a aparut accidental intr-un anticariat, informatia a devenit accesibila
publicului larg. Desi tratatele lui Zeami au fost scrise cu sute de ani in urma
ideile lui sunt fascinante §i incd actuale pentru actorii moderni (si
occidentali).”®

Actoria nu functioneaza ca o meserie separatd, in formele teatrale
japoneze, unde orice spectacol este fie ,dans”, fie ,cant”, fie ,vorbire”.
Suma acestor abilitati este ceea ce noi numim ,,actorul total”. Aceasta este,
intr-o oarecare masura, si o reflectare a naturii teatrului japonez traditional,
care e un fel de ,,teatru total”. Unui actor din Japonia i se cere sd fie capabil
sa utilizeze o gama mai largd de expresii vocale si fizice decat unui actor
occidental, iar termenul ,,dans” i se asociazi. In teatrul japonez, dansul este
migcare pura, dar §i expresia vizuald a personajului, a relatiei sau emotiei, a
situatiei. Tocmai de aceea, pentru a diversifica ,,pregitirea” actorului, in
cadrul exercitiilor practicate in Centrul sdu, Brook combind exercitiile
verbale cu cele fizice, sub influenta acestor tehnici orientale, avandu-l ca
principal ,,maestru” pe Yoshi Oida. Actorul a transpus in teorie ceea ce ani
de zile a experimentat in practicd, atat din tara natalda cat si in cea din
intreaga lume, n cartea Actorul invizibil, unde a incearcat sa surprinda esenta
a ceea ce numim ,actorie’’: ,,Pentru mine, actoria nu constd In etalarea
propriei prezente sau a tehnicii proprii. Este, mai degraba, o dezvéluire prin

%2 Yoshi Oida si Lorna Marshall, Actorul invizibil, traducere de Maria Teszler, Oradea,
Editura ArtSpect, 2009, p. 13.
2 |dem, p.51.

37



COLOCVII TEATRALE

interpretare a unui «lucru diferit», ceva cu care publicul nu se intilneste in
viata de zi cu zi. Actorul 1i explica. Nu-I face vizibil la nivel fizic, dar, prin
implicarea imaginatiei privitorului, acel ,,altceva” va aparea in mintea lui sau
a ei. Pentru ca acest lucru sa se Intdmple, publicul nu trebuie sa fie constient
catusi de putin de ce anume face actorul. Publicul trebuie sd fie capabil sa
uite de actor. Actorul trebuie sa dispara. [....] Costumele, perucile, machiajul
si mastile nu sunt suficiente pentru a ajunge la acel nivel de disparitie. [....]
Actorii trebuie sa munceasca intens pentru a se dezvolta fizic, nu doar pentru
a cagtiga abilitdti care pot fi etalate n fata publicului, ci si pentru a fi capabili
sa dispara.”?*

Munca unui actor, in viziunea lui Yoshi Oida, este aceea de a
insufleti scena prin jocul sdu. Daca acest lucru se petrece, publicul patrunde
insufletite de catre actor. Astfel pregdtirea, antrenamentul implica faptul ca
activitatea care urmeazd pregatirii este in fond cea mai importanta. Primul
lucru pe care un actor trebuie sd il invete este ,,geografia corpului”, care nu
inseamna doar simpla efectuare de exercitii sau deprinderea unor tipuri noi si
interesante de miscare, ci presupune, mai ales, o constiinta activa, el fiind
prezent cu toata fiinfa lui. Corpul este un ,obiect” care poate deveni
risunitor si plin de semnificatii. In timp ce isi antreneazi trupul, actorul
trebuie sa aibd in vedere ca antreneaza ,,corpul actorului”, care este ,,mai
mare” si mai rezonant decat ,corpul zilnic”. Interpretii 1si considerd
corpurile, de cele mai multe ori, drept ,,sinele” lor, dar ei trebuie sa tind cont
atat de minte, cat si de fiinta lor interioard. Unei flori, pentru a creste, trebuie
si 1i fie udate radicinile si sustinutd tulpina. In mod similar, daci actorul isi
doreste un corp expresiv si o prezentd scenicd puternicd, trebuie sa 1isi
ingrijeasca sinele interior. Daca interiorul nu este ,hranit” corespunzator,
nicio gesticulatie gratioasa, tehnica vocala extraordinard, costume elegante
sau machiaj nu T1i vor fi singure de ajutor. ,,Capacitatea de a descoperi Tn
permanentd metode noi, noteaza Yoshi Oida in Actorul invizibil, de a
insufleti interpretarea personald necesitd o indemanare cizelatd si o
constientizare. Intr-un fel existd doud elemente in interpretarea de calitate:
maiestria tehnicd si migcarea liberd si degajata a mintii. [....] Atat mintea, cat
si maiestria tehnicd a corpului sunt prezente in totalitate iIn momentul
interpretirii. In aceasti situatie ele se manifestd att ca o expresie interioara,
cat si ca o expresie exterioara. Echilibrarea miscarii interioare cu activitatea
exterioara este o problemad delicata [....] Pe scend cand ti se cere sd fii calm
sau imobil, exista o dinamica interioard imensa. Te ,,rotesti” foarte rapid n
interior. [....] Cand incepeti o actiune fizicd puternica sau violenta, trebuie sa
va pastrati o undd de calm. [....] Chiar si atunci cand interpretati o scend de

% |dem, p. 19.
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furie, aceasta ar trebui sa para lipsita de efort. E un paradox, o parte a
interpretirii este calma, cealalti este dinamicd.”?

Capacitatea interpretului de a reactiona fata de ceilalti actori si public
constituie esenta muncii lui Oida. Acesta trebuie sa fie capabil sd raspunda
impulsurilor interioare, dar trebuie sd fie deschis si la actiunile celorlalfi, nu
numai pentru a crea o relatie profesionald agreabild, ci si pentru a reusi sd
relateze povestea, in orice moment al spectacolului, ca pe un intreg. De
aceea, cand Yoshi Oida predd, multe dintre exercitiile propuse de el sunt
efectuate in pereche, niciun partener nu ,,conduce”, amandoi raspunzand la
actiunile celuilalt. De obicei acest lucru este realizat ca o conversatie, un
dialog fizic, vocal sau ca pe o combinatie a acestora. Nivelul fundamental al
interpretdrii la antrenamente este reprezentat de schimbul real intre doua
persoane. Pe scend, interpretarea este concentratd in schimbul esential dintre
personajul actorului si celelalte personaje, ca si in viata de zi cu zi, unde se
realizeaza schimburi de cuvinte si actiuni cu ceilalti, aceasta fiind realitatea
umand care trebuie Incorporatd in interpretare. Povestea si / sau emotiile
devin vizibile pe scena, tocmai prin acest schimb continuu de sunete si
miscari intre interpreti. In teatrul Noh se spune ci: ,, Trebuie s unesti o mie
de ochi”. Aceasta inseamnd ca interpretarea trebuie sd aiba acelasi impact
asupra tuturor privitorilor. Toatd lumea ar trebui sd aiba aceeasi pdrere cu
privire la ce vede. Pentru ,,a uni 0 mie de ochi” in teatrul de stil occidental,
Brook sustine cd interpretarea unei piese trebuie sa fie ca o povestire cu mai
multi oameni, care isi impart diferitele responsabilitati. Totodatd, Oida 11
antreneazd pe actori §i pentru ca acestia s se simtd in permanenta bine pe
scend, numai in acest fel publicul se poate ,,bucura” de spectacol, in ciuda
relatia lor cu ceilalti actori, chiar si atunci cand personajele pe care le
interpreteazd se detestd reciproc, doar astfel publicul gaseste placere in a-i
privi si a-i asculta. In fata spectatorilor, interpretii trebuic si giseasci
modalitati de a face ca totul sa para credibil si natural, in ceea ce priveste
situatia piesei.

Cuvintele trebuie sd aiba sens din punct de vedere logic si emotional,
de aceea, in timpul repetitiilor, actorii descifreazd originile psihologice ale
personajului sau ale scenei. in Japonia lui Yoshi Oida existd, in general, un
singur narator pe scend, care trebuie sa fie congtient Tn permanentd de public
si care trebuie sa isi adapteze interpretarea in functie de spectatori, pentru a
mentine povestea vie si surprinzdtoare. El este cel care controleaza publicul.
Tntr-un spectacol occidental, responsabilitatea naririi povestii este impartit,
de obicei, intre mai multi actori. Ori, pentru ca un actor sa fie foarte bun
trebuie sa dezvolte un echilibru perfect intre propria-i fiinta si lumea

% |dem, pp.60-61.
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exterioara. Trebuie sd se concentreze asupra sa si a ceea ce face, dar, nu
trebuie sa uite nici de lumea din jurul sdu, sd ajunga la o constientizare care
sd se extinda dincolo de sine, un perfect echilibru intre el si ceilalti. Pentru ca
cei cu care lucreaza sa patrunda esenta acestei evidente, Oida face analogie
uneori cu artele martiale, unde: ,,Telul principal este protejarea de sine. Daca
esti intr-o luptd, singura modalitate prin care te poti salva este s iti invingi
oponentul. [....] Daca, in timpul unui duel te gandesti la supravietuire, exista
sanse mici de castig, deoarece te concentrezi la altceva decat la fluxul si
refluxul luptei. Tn schimb, ar trebui si te concentrezi doar asupra relatiei cu
oponentul tau, precum si asupra actiunilor si reactiilor simple. [....] Daca, pe
langd acest lucru, te gandesti la faptul cd vrei sd supravietuiesti, nu vei reusi
sa descoperi acest tip de concentrare. Secretul este simplu: Poti sa castigi
doar atunci cand esti pregatit sa mori. Lucrurile stau la fel si in teatru. Mulgi
dintre noi devenim actori pentru cd vrem sd avem succes, sau pentru ca avem
nevoie de aplauzele publicului. Dacd insa vrei sd primesti aplauze, trebuie sa
renunti la ideea de a le primi. Acest lucru este extrem de dificil de realizat,
deoarece dorinta de aplauze face parte din meseria de actor.”*®

Oida remarcd deseori importanta primului moment al unui spectacol.
Regizorul trece prin multiple fraimantari pand descopera cel mai potrivit mod
de incepere a spectacolului. Si pentru un actor dificultatea tine de prima
intrare in scend, de primul contact cu publicul, pentru ca acesta este
adevarata lui oglinda. Repetitiile constituie doar pregitirea ce permite
descoperirea felului in care va fi interpretat personajul, dar publicul i
spune” actorului cum sd joace. De aceea sarcina unui actor nu este de a
demonstra ce poate sa faca, ci de a transporta publicul intr-un alt timp si
spatiu, intr-un loc pe care nu il intalneste in viata de zi cu zi. Pentru a-i
convinge de toate acestea pe cei cu care lucreazd, Yoshi Oida apeleaza
cateodata la sugestiva pilda a maestrului Zen care: ,,A asemdnat odatd
fiintele umane cu niste marionete sustinute de sfori. In momentele nasterii si
mortii, aceste sfori sunt intinse sau retrase in mod brusc. Atunci cand
oamenii mor, a spus el, sfoara este taiatd si cu un singur sunet, marioneta
cade. Situatia este identica pentru actorii care interpreteaza pe scend. Esti 0
marionetd suspendata si manipulatd de ,,sforile” propriei minti. Daca publicul
vede ,,sforile”, spectacolul nu este interesant. Desi trebuie sa se mentind un
nivel puternic de concentrare mereu, deopotriva in timpul actiunii si in
timpul nemiscarii, acest lucru nu trebuie sa fie vizibil niciodatd. Publicul nu
trebuie sa vada actorul concentrandu-se. Pe de alta parte, daca nivelul de
concentrare oscileazd e ca si cum sforile marionetei au fost sldbite. Actiunile
devin superficiale, iar publicul devine constient de faptul cd priveste o
marionetd, nefiind convins cd se uitd la o fiintda umana reala. [....] Cand

% |dem, p.101.
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,firul” ramane intins, dar invizibil, spectacolul va fi veridic $i nemecanic:
absolut insufletit.”?’
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Diego Fabri — autorul cel mai reprezentativ al teatrului de
inspiratie catolica

Svetlana TARTAU®

Rezumat: Dramaturgul Diego Fabbri a contribuit, Tn mod deosebit, la
dezvoltarea teatrului italian in a doua jumatate a secolului XX, care a tratat
cu metode demonstrative problematicele catolice, contribuind astfel la
crearea unui gen teatral, care n-a existat nainte — teatrul de inspiratie
catolica. Drama Processo a Jesu reprezintd un moment important in evolutia
operei lui Diego Fabbri, prin preluarea tehnicii procesuale: tribunalul,
judecatorii, martorii. Textul reprezintd o categorie formald relativd in
desfasurarea  narativa a faptelor, a condamnarii personajului, care
simbolizeaza valenta negativd, Raul. Utilizdnd anumite expediente ale
teatrului narativ si epic, autorul naturalizeaza tehnicile prin imitatia
procesuala. Observam cum angajamentul crestin al autorului se indreapta
spre doud directii diferite. Prima reflecta problema organizarii bisericii
catolice, mai bine zis conflictul dintre aspectul istoric institutional si aspectul
metaistoric, supranatural. A doua dezvoltd problema perechii, punand in
evidenta slabiciunile si crizele acesteia. Evanghelia reprezinta fundalul
intregii opere, drama personajelor fiind actualizatd, ea se concretizeaza si se
realizeaza in povestirile cotidiene ale oamenilor.

Cuvinte cheie: Diego Fabbri — dramaturgie, influente pirandelliene,
inspiratie catolica.

Diego Fabbri a marturisit despre teatrul sau: ,,de cate ori eram
intrebat, care autori au influentat cel mai mult teatrul meu, de obicei,
raspundeam:Ibsen, Cehov, Pirandello... Daca as fi dorit sa fiu i mai sincer...
ar fi trebuit sa raspund: Platon, S. Agostino, Pascal, Manzoni, Dostoievski...
Acesti autori au inspirat aspectele cele mai esentiale din opera mea. Afirm
aceste lucruri, nu pentru ca as considera neinsemnata structura si tehnica
lucrarii teatrale - toate acestea au reprezentat pentru mine ceva natural,
spontan, aproape gratuit... Dar intotdeauna, m-a nelinistit destinul si originea
personajelor. Sunt oare vinovate sau nevinovate ?... Tocmai din acest motiv,
operele mele reprezintd «procese»”?,

Pentru Fabbri temele morale sunt fundamentale, in schimb, forma si
stilul nu constituie o preocupare determinanti. In opera sa, existi doui

* Professor universitar doctor, Decan al Facultatii de Teatru, Film si Dans, Academia de
Mizicd, Teatru si Arte Plastice, Chisinau, Republica Moldova
% Diego Fabbri., I demoni, Vallechi, Firenze, 1961, p. 13-14.
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variante umane: omul, plin de orgoliu si omul, plin de dragoste. Tematica
dragostei nu apare insa chiar de la inceputul unei opere. In schimb, orgoliul
este prezent mai mult in faza initiald, ca un motiv de confruntare. Productia
lui Fabbri urmeaza, la inceput, formula lui Betti, adica aceea ca “suntem toti
niste oameni nenorociti”.

Teatrul lui Fabbri este bazat pe o implantare scenica foarte solida, dar
ramane, totusi, un teatru de idei si un teatru care vrea sa demonstreze niste
teze. Opera lui Fabbri tinde spre a cerceta si nu spre a demonstra.

Totodata, Fabbri a adus o contributie foarte importanta la dramaturgia
care trateaza problematicile catolice, si ramane destul de stabild si dogmatica
in metodele ei demonstrative. Teatrul lui Fabbri stimuleaza interesul
spectatorului prin niste situatii raportate la capacitatile si libertatea acelora
care urmaresc piesa. Aici, lectia si influenta lui Pirandello sunt evidente.

Influentele insd trebuie cautate intr-o zond mult mai vasta decat acea
italiand si, in primul rind, la unii scriitori francezi, ca Mauriac si Bernanos,
Gabriel Marcel si Paul Claudel.

Categoria comediilor de familie a fost sugeratd de insusi autorul.
Asadar, in comedia Inquisizione (Inchizitia) sunt examinate problemele
vocationale ale unui cuplu, in Rancore (Ranchiuna), scrisa inainte de
Inquisizione (Inchizitia), este analizatd criza unei familii, provocata de
adulterul sotiei, iar Il deliro (Delirul) prezinta aceleasi probleme vazute in
raport cu adulterul comis de sot. Ultimele doua texte pot fi considerate o
criticd Tmpotriva conformismului organizatiilor catolice laice si a membrilor
lor, situatia adulterului fiind vazuta de autor cu o valenta pozitiva.

Aceeasi tematica au piesele Divertimento (Distractia) si Trio. Copiii
se indeparteaza pe neasteptate de parinti, fapt care-i face angoasati din cauza
acestei despartiri, acestea fiind obignuiti sa-si considere intotdeauna copiii lor
inca mici.

In acelasi grup de piese, poate inscrisa si Non e per scerzo que ti ho
amato (Nu te-am iubit in gluma), care ar putea fi construita pe tema
schimbului de perechi, asa cum rezultd din titlul ei, tema centrala este alta:
aceea a dragostei §i a unei conceptii crestine despre viata.

Piesa Rancone (Rangiuna) din 1948 este prima din itinerarul
comediilor de familie.

Ea deschide disputa polemica dintre idealism si naturalism, dintre
creatura superioara (barbatul) si fiinta inferioara si superficiald (femeia). Pe
de o parte este Renato, profesorul ce susfine necesitatea respectarii
moravurilor, pe de alta parte sotia, Linda, i mama acestuia.

Citind piesa, putem asista la 0 asa numita lupta a sexelor, o lupta intre
persoane care au naturi diferite, ce semnificdi mai mult decat caractere
diferite. Renato, la urma urmelor,isi marturiseste slabiciunile si pacatul lui
cel suprem: orgoliul, ingdmfarea. Din piesa, iese la suprafata solutia gasita de
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Ugo Betti, adica: Sunt toti niste bieti oameni. Nu am putea spune ca lucrarea
sustine o atitudine generica de mild pentru toata lumea, mai degraba vrea sa
unul la altul,stand fermi pe pozitiile lor. Tacerea reprezinta dificultatea unei
intelegeri, unei impacari, cu toate ca in urechile lor a patruns cuvantul de
sperantd, soptit de Don Anselmo. Morala piesei spune ca nu te poti astepta la
prea multe - la coerenta morala a oamenilor: viata nu poate fi stapanita, ea
este cea care stapaneste omul. Oamenii nu sunt niste ingeri, trebuie sa-i
acceptam asa cum sunt: cu pacatele si slabiciunile lor. Proba dragostei consta
in vointa de a accepta realitatea.

Processo di famiglia (Proces de familie) atrage atentia spectatorului
prin problemele acute pe care le trateazd si prin abilitatea de a confrunta
tematicile. Spectacolul poseda o puternica tensiune dramaticad, care nu este
atenuata de intentiile didascalice si demonstrative.

Processo di famiglia (Proces de familie) priveste problemele unei
familii, mai exact problemele a trei familii, in raport cu copiii lor: situatia
unui copil infiat; regretele si revendicarile unei femei care isi vrea inapoi
copilul ei natural, parasit candva; revelarea paternitatii unui barbat care nu
stia despre existenta copilului si care gaseste in el motivul pentru a depasi o
atitudine scepticd si nihilistd fatd de viatd. Piesa nu trateazd problemele
copiilor, ci problemele parintilor,vorbind despre sentimentele si datoriile
acestora, cu alte cuvinte, despre cuplu si responsabilitatile sale.

Problema este aceea a unei familii fard copii care 1si doreste sa
infieze unul. Riscul cé acest copil va afla, mai devreme sau mai tarziu, ca nu
este copilul adevarat al parintilor adoptivi pare evident.

Structura dramei o caracterizeaza doud aspecte: a) tendinta textului
de a crea niste simboluri care se potrivesc cu numele protagonistilor (Isolina
- femeie sterild, sau Abele - victimd): b) structura narativd oferd in
dialogurile si in scenele de ansamblu puncte diferite de vedere expuse una
dupa alta, agsa cum se intampla intr-un proces adevarat. Purtatorul de cuvant
al autorului este sotul Isolinei, cu sarcina de a focaliza textul in totalitatea lui,
adica de a exprima o condamnare categorica a egoismului.

Fabbri a contribuit la crearea, in Italia, a unui gen teatral care nu
existase pana atunci: teatrul de inspiratie religioasa crestina.

Prezentarea dramei Processo a Jesu (Procesul lui Isus), in 1955,
reprezintd o datd importanta 1n relatie cu evolutia operei lui Fabbri

Noul spectacol preia tehnica procesuald: tribunalul, judecatorii,
martorii. Processo a Jesu (Procesul lui Isus) foloseste un cadru, gen tribunal
Russel (un tribunal informal), prezidat de filozoful englez Bertrand Russel,
care a judecat crimele de razboi comise de americani In Vietnam. Processo
Caramazov (Procesul Karamazov), doi ani mai tarziu, va formaliza si mai
mult tehnica procesuald, din punct de vedere juridic. Fabbri va fi ajutat de
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faptul ca, in cazul din urma, circumstantele procesuale amintesc de celebrul
roman al lui Dostoievski.

Textul reprezintd, in primul rand, o categorie formala relativa prin
descrierea narativa a faptelor si a condamnarii personajului, care
simbolizeaza valenta negativa, raul. Pe de altd parte, piesa reprezintd o
sugestie care vine din lumea juridica (s nu uitdm cd Fabbri este licentiat in
drept), si s-ar putea si din... Ispezione ( Inspectia) sau Corruzione a Palazzo
di Giustizia (Coruptie la Palatul Justitiei) a lui Ugo Betti. Processo a Jesu
(Procesul lui Isus) reprezintd ocazia pentru utilizarea unor expediente ale
teatrului narativ si epic, de la care autorul adapteaza tehnicile prin imitatia
procesului. Se vede imediat ca Fabbri face niste sugestii, legate de reformele
teatrale ale lui Pirandello si ale lui Brecht, reutilizand tehnicile elaborate de
acesti autori, cu finalitati proprii, acelea sugerate de viziunea dramaturgului
despre lume. Succesul piesei este, totusi, legat si de un alt factor mai putin
tehnic, care rezultd din inspiratia si aspiragia catolica a teatrului lui Fabbri.
Aici, pentru prima datd, el Incearcd o teatralizare a Evangheliei prin
reinterpretarea textului sfant, direct legata de conceptia tragediei istorice (ca
la Alessandro Manzoni si la Vittorio Alfiert).

Transpunerea generala a dramei se bucura de tehnica teatrul in teatru.
Textul propune o seara in care, intr-un teatrui se va intenta un proces lui Isus.
Un grup de judecdtori evrei propune publicului sa reparcurga, prin
marturisirea evanghelicd si talmudica, itinerariul pe care 1-a parcurs Isus
pana la Calvar, pentru a vedea daca, in baza legii iudaice, se poate vorbi
despre o condamnare dreaptd sau nedreapta.

Publicul este chemat, de la bun inceput, sd intervina, pentru ca
lipseste un judecator, si acesta poate fi ales dintre spectatori.

Urmeaza audierea martorilor, care, in realitate, sunt trupe de actori ce
joaca dupd un anumit subiect, fiecare Incercand sd reconstituie starile
sufletesti presupuse ale personajelor evanghelice. Unul dupa altul, apar, cu
trasaturi foarte omenesti, Caifaa, Pilat, apostolii Petru si loan, in conflict cu
Iuda, Iosif, Maria si Magdalena. Totodata, in timpul pauzei, sunt prezentate
dramele de familie ale judecatorilor. Sara se simte apdsatd de remuscari,
pentru ca si-a ingelat sotul, care a murit, nici Daniela si Davide nu reusesc sa
se abtind de a face legdtura intre problemele procesului si acelea personale.
Afirmatia Sarei: Totul este un fapt personal constituie cuvantul-cheie al
textului. Procesul merge spre final, adica spre cunoscuta concluzie:
condamnarea lui Isus. Dar in subiect apare un moment de cotitura:
dezbaterea trece treptat din scend 1n sald. Spectatorii se simt datori sa-1 apere
pe Isus, jucand rolul unor personaje secundare din Evanghelie. Astfel, se
relevd credinta crestind, care-si are sdlasul in adancimea inimilor
credinciosilor, chiar si in cele mai frivole. Judecatorii raman mirati, deoarece
nu credeau cad fenomenul religios poate fi atat de profund. Isus este achitat.
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In concluzie, am putea zice ci procedeul teatrul in teatru se bazeaza
pe grupari de personaje: membrii familiei de evrei (judecatorii); actorii care
reprezinta personajele principale din Evanghelie; actorii - spectatori. Fabbri
creaza o serie de corespondente care asigura unitatea ansamblului narativ al
operei dramatice.

Din punct de vedere stilistic, textul poate fi Impartit in doua faze ale
dezvoltarii procesului, care au caracter de dialog si de explicatie. In schimb,
atunci cand personajele (opozantii sau aparatorii lui Hristos) isi exprima
convingerile , devine clar ca textul se Tmparte in mai multe parti, care
reflectd obiectivul cercetarii interioare a personajelor. Cu alte cuvinte, ele se
framanta, sapa in sufletul lor, cautd in adancul cugetului, dorind sa gaseasca
cuvantul exact, potrivit si hotarator.

Succesul international al dramei, care a ajuns pand in Suedia si
Africa,se datoreaza complexitatii textului, eficacitatii narative, ce constd in
capacitatea de a implica publicul, dar si cititorul. Fabbri foloseste elementele
emotionale ale limbajului, considerate de el element esential in relatia cu
Hristos.

Dupa doisprezece ani de la aparitia dramei Processo a Jesu, Fabbri a
incercat sa reprezinte din nou Evanghelia pe scend printr-o alta opera -
L’avvenimento (Evenimentul). Aici, un grup de muncitori modesti fara
antecedente penale, s-au gandit sa dea o lovitura, furand tezaurul unei
biserici. Planul este pregatit cu ajutorul unui profesionist — seful unei bande,
care fiind singurul urmarit de politie, dupa o spargere, urma sa se intoarca in
Franta, de unde venise. Furtul se desfasoara intr-o biserica, datorita faptului
ca unul din bandi este un ex-seminarist, poreclit episcopul. Insa lovitura n-a
mers atat de bine cum si-o planuisera hotii. Seful lor si un célugar, racolat de
acestia, fura ranifi.

Preferinta lui Fabbri pentru romanele politiste creaza doua planuri
narative: cel ocazional, pretextual, contemporan si cel exemplar. In
ansamblu, aceste doud planuri dau nastere la o lungd reconstituire a
evenimentului cel mai mare: intruchiparea credintei pentru Hristos intr-un
grup de indivizi, care, la inceput, fuseserd niste raufdcatori, indepartati de
cele sfinte, precum si de orice probleme spirituale.

A ne intreba,dacd Fabbri a fost sau nu fidel textului Evangheliei,
Tnseamna a pune o problema falsa. Textul are un caracter literar, fantezist,
virtual. Faptele povestite au o anvergura metaistoricd §i, prin urmare, sunt
adaptate intr-un context cu totul diferit, putdnd sa ajunga la o parodie
blasfemiatoare.

Deci, putem spune ca structura piesei consta din doua parti: narativa -
evanghelicd (partea metaistoricd), si de roman politist (partea istoricd).
Existd si o a treia parte care rezultd din totalitatea piesei: critica adresata
institutiilor bisericii catolice. De pilda, Fabbri subliniazd importanta rolului
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pe care ar trebui sa-l1 aiba femeile in institugiile bisericesti, un rol care ar
urma, dupa Fabbri, sa fie extins si dezvoltat. Este necesar de mentionat ca
acest text a fost scris dupa doi ani de la incheierea lucrarilor Consiliului
Vaticanului, care a realizat reforma cea mai importantd bisericii catolice din
epoca contemporana.

Fabbri avea convingerea ca forta credintei este aceea care
neutralizeaza dubiile si atitudinile nepasatoare fata de religie si de valorile ei.
Institutiile clericale insd 1incearcd sa ignore, sd ascunda scepticismul
oamenilor. Fabbri luptd Tmpotriva acestui fenomen, in numele credintei, dar
are si o atitudine foarte critica fatd de institutiile catolice.

Dragostea sfanta bazata pe principiile Evangheliei, dragostea pana la
moarte, dragostea si moartea, intreaga fenomenologie legatd de iubire
insoteste plenar teatrul lui Fabbri, se Tmbogateste cu elemente noi, dovedind
cd aceasta tema centrald este inepuizabild, pentru cd totul este dragoste...
Fabbri exprima aceste idei in diferite maniere: dramd de familie, proces,
lupta, toate mijloacele fiind utilizate pentru a exprima aceastd bogatie
tematica in formele cele mai variate.

Structura limbajului, articularea §i segmentarea scenelor, cu alte
cuvinte, instrumentele meseriei, ar putea sa ne faca sa ne gandim ca Fabbri
este, pur si simplu, un autor de comedii de mare abilitate tehnica. Un lucru
insd este cert - Fabbri reprezintd un om de teatru innascut iar abilitatea lui
este un talent natural, asa cum a demonstrat-0 chiar el. Probele acestei
afirmatii le gasim chiar in primele lucrari, in care temele si motivele, un pic
uzate §i inca nesprijinite de profunzime psihologicd, sunt totusi dezvoltate
cu un limba;j foarte clar, ritmat si cu o tehnica matura.

Fabbri vorbeste intr-o maniera directd, dar care nu are caracter
imperativ, impetuos. Autorul nu simte necesitatea de a se grabi, piesele lui iti
dau impressia cd se dezvoltd in baza unui proces de reflectare. Autorul
observa un anumit fapt, il studiaza, analizeaza cauzele si efectele lui si, dupa
aceea, adaugd, incetul cu Incetul, diferite nuante motive si le perfectioneaza.
Dramaturgul este un fantezist si uneori se pare ca vorbele abunda in textele
sale dramatice.
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Notele explicative in traducerea textului dramatic
Ana-Magdalena PETRARU®

Rezumat: Lucrarea de fatd se doreste a fi o prezentare detaliatd a notelor
explicative ale traducatorilor, a diferitelor forme pe care acestea le pot lua si
a scopurilor pe care le servesc in textele dramatice. Vom ilustra aceste
aspecte prin analiza notelor explicative din traducerile a doud piese
shakespeariene. Prima analiza ii apartine lui Juan Zaro (1999) si a fost
efectuata asupra primei traduceri in spaniola a lui Hamlet din secolul al
XVlll-lea. Astfel, vom ardta cum notele, cel mai adesea, interpreteaza gresit
intentiile shakespeariene, urmand traditia franceza a frumoaselor infidele. A
doua analizd se refera la o traducere contemporand in franceza a piesei
Troilus si Cresida si 11 apartine lui Jacqueline Henry (2000) ce incearca sa
faca o distinctie Intre notele comentarii din editiile savante si notele din
editiile generale pe care le numeste “adevarate” note ale traducatorului.
Propria noastra analiza amanuntita a functiilor notelor din textul dramatic va
fi aplicata Furtunei de Shakespeare pentru a oferi o perspectiva autohtona
asupra problemei.

Cuvinte cheie: traducerea textului dramatic, editiec savanta, nota explicativa,
frumoase infidele, aluzia n traducere.

Introducere

Textul dramatic reprezintd un gen special cand vine vorba de traducere caci
dihotomia dintre dramd ca literaturd, pe de o parte si ca script pentru a fi
jucat pe scend, pe de alta parte trebuie avute in vedere. Aceasta relatie este
una complexa pentru ca ceea ce se doreste este nu numai decodarea
semnificatiilor din textul original, cat si recodarea lor intr-un sistem de
semne diferit care, la randul sau, va trebui decodat de publicul tinta.
Traducatorul textului dramatic trebuie, asadar, sa priveasca problema dintr-0
dubla perspectiva, dezideratul este ca el sa fie un “traducator multiplu”
deoarece textul in teatru este un fel de “pre-text”, o ipoteza a unui text care
nu se poate cristaliza nicicand in forma finald asa cum un text apartinand
altui gen o poate face”. Trebuie si explicim modul in care sensurile
implicite din cuvintele rostite pe scend si puternic impregnate in text sunt
produse Tnainte de a ne implica in procesul de traducere.

* Doctor in Filologie, Cadru didactic asociat Limba Engleza, Universitatea ,,Alexandru loan
Cuza”, lasi.

% petronese Franco, Gaby “The Hidden Text: Problems of Translation in As You Like It”,
Palimpsestes no. 1: Traduire le dialogue, Traduire les textes de théatre, 1987, p. 73.
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Textele dramatice trebuie sa fie descrise ca texte concepute pentru a
fi puse in scend, ca semne-sisteme verbale dominante care conduc si
inglobeazad alte semne-structuri dramatice, de unde si potentialul teatral
(PT), adica relatia semiotica intre semnele verbale, non-verbale si structurile
actului pe scena. Intr-un text dramatic aceastd relatie semiotici este deja
prezentd la nivel de concept intr-o anumitd masurd, prin intermediul
codurilor teatrale date si a normelor, insad trebuie inteleasa si investigatd ca
sistem deosebit din punct de vedere diacronic si creator de sensuri.
Potentialul teatral este capacitatea textelor dramatice de a genera si implica
diverse semne teatrale in mod pertinent cand sunt jucate pe scend™.

Problema in traducere ca transformare interlingvistica a textului
dramatic este crearea de structuri in limba tinta care sda evoce si sa ofere
integrarea semnelor teatrale non-verbale in punerea in sceni. In ceea ce
priveste traducerea, existd autori care se canalizeazd pe structurile lingvistice
ale textului ca potential de comunicare teatrala®’,

Foarte important 1n textul dramatic si potentialul sau teatral este de a
oferi si retine sensurile potentiale si ambiguitatea in traducere, ceea ce se
aplica structurilor cu aceeasi valoare si expresie semantica in limba tinta, iar
traducatorul ar trebui sa se considere norocos daca asa stau lucrurile.
Problema sa este nu numai de a le retine si transpune in limba tintd, dar,
inainte de toate, de a le recunoaste si selecta. Diversele transformari ale
textului — de interpretare, interlingvistice (de traducere), intersemiotice
(teatrale) — se bazeaza pe astfel de dominante estetice. In functie de locul in
care se afld la nivelul structurilor textuale, ele pot face referire la o intreaga
retea de contexte si genera referinte semantice multiple si sensuri diferite. Cu
cat este mai mare ambiguitatea textuald, cu atat creste si numarul de niveluri
de sens care se pot crea si apoi selecta pentru punerea in scend. Aceastd
contextualizare interpretativd multipla are loc in textele narative si poezie,
specificd textului dramatic fiind dubla referintd permanenta a semnificatelor
din doud sisteme de comunicare, unul intern si altul extern pe care teatrul le
ofera pe langa alte contexte multiple.

1. Notele explicative ca ,,frumoase infidele”

Asa cum am mentionat mai sus, prin intermediul primei traduceri in spaniola
a unei piese shakespeariene vom ardta cum sensurile implicite ale unui text
dramatic sunt explicate prin paratext (in cazul nostru notele explicative de la

% Totzeva, Sophia “Realizing Theatrical Potential. The Dramatic Text in Performance and
Translation”, The Practices of Literary Translation. Constraints and Creativity , edited by
Jean Boase-Beier and Michael Holman, Manchester, St. Jerome Publishing, 1998, p. 81,
passim.

%! Totzeva, Sophia, op. cit., p. 82.
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sfarsitul piesei si prefata). Mediul este traducerea in spaniold din Hamlet a
lui Leandro de Moratin efectuatd intre 1792 si 1794, amplu discutatd de
Zaro* care este de parere ca in acest caz mai special, in afard de justificarea
si explicatiile pentru alegerile traducatorului, paratextul reflecta intr-un mod
neobisnuit tensiunile Intre deciziile lui Moratin ca traducator si convingerile
sale teoretice despre conceptul de drama.

Scopul notelor este unul “didactic”, ceea ce inseamna ca ele au fost
menite sa “ilustreze” si sa “explice”, insa de fapt au fost folosite pentru a
face comentarii despre un text dat si a exprima opinii pe aceasta cale. Este
exemplul unei traduceri neaculturate care aderd la codurile culturii sursa,
originalitatea sa constand in faptul cd traducatorul a avut oportunitatea sa-si
exprime dezacordul cu particularitatile textului sursa. Dezideratul sau a fost
de a “face cunoscut publicului spaniol una dintre cele mai de seama piese ale
teatrului englez (...) fard a incerca sa adauge defecte sau sa le ascunda pe
cele existente”®, In consecinta, traducatorul realizeazd o traducere in proza
remarcabild cu numai doud neajunsuri, secventierea (introduce o noud scend
de indata ce apare un personaj) si adaptarea numelor personajelor (Claudio,
Polonio, Horacio, Marcelo, Cornelio) si a locurilor. In acest scop traduce
direct din engleza, insd admite cd s-a inspirat si din traducerile franceze pe
care le-a gasit inselatoare din cauza caracterului lor neloial de “frumoase
infidele” conforme cu traditia franceza a secolelor XVII-XVIII.

Cititorul poate gasi argumente puternice pro si contra teatrului
shakespearian in notele explicative ale traducatorului, fard framantarile
interioare ale lui Moratin pentru a nu-si lasa impresiile sa influenteze
traducerea. Cu toate acestea, notele au fost modificate de-a lungul timpului.
In editia facsimil a Hamletului lui Moratin (1991), Juan Carlos Rodriguez
compara prima versiune din 1798 cu cea din 1825, analizand schimbarile
scriitorului insusi. Doudzeci dintre notele originale au fost eliminate sau
scurtate, iar unul dintre paratextele la prima editie, Viata [ui Shakespeare
unde Moratin face o descriere a pieselor autorului elizabetan si comentarii, a
fost omisa. Probabil ca aceste schimbdri au avut loc In urma perceptiei
moratiniene a unei scene literare diferite pentru publicul tintd fatd de
original.

Zaro® clasificd notele explicative potrivit continutului acestora,
impartindu-le Tn diferite categorii:

% Zaro, Juan J., “Moratin’s Translation of Hamlet (1798). A Study of Paratexts”, The
Practices of Literary Translation. Constraints and Creativity, edited by Jean Boase-Beier
and Michael Holman, Manchester, St. Jerome Publishing, 1998, p.125.

% Zaro, Juan J. op. cit., p. 126.

% Zaro, Juan J. op. cit., pp. 127-132.
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1.1. Note despre termeni si expresii “nepotrivite sublimului tragic” n
care Moratin criticd mostre de limbaj pe care le considera fie prea populare,
fie prea vulgare pentru a fi incluse intr-o tragedie serioasa asa cum reiese din
exemplele de mai jos:

(Nota I-2) “Un soarece n-a fosnit”*". Aceasta este “o expresie foarte naturala
pentru un soldat dar nepotrivita sublimului tragic” [comentariu facut si de
Voltaire in critica sa la Hamlet], atribuind prezenta sa “ignorantei si pasiunii
shakespeariene” .

(Nota 1-21) “Grai gandurilor nu le da”*". Pentru Moratin, “este un sfat foarte
bun, dar n-are nimic de-a face cu fabula”®.

Totusi critica sa se indreaptad indeosebi asupra comicului in amestec cu
dimensiunea tragica in tragedie desi nu Incearcd nicicum sd omitd sau sa
schimbe pe cele doud, oferind doar justificarea existentei lor:

(Nota 11-8) “Stapane-al meu si doamna...”* Aici “Polonius incearc sa faca
oamenii sd rada... Cei care atribuie amestecul dintre tragic si comic
personajelor nationale specifice se inseald cu toate ca francezii stiu mai bine
cand sa planga sau sa rada la nevoie caci ei au cultivat poezia dramatica cu
mai multd pricepere”. Insa, intr-o altd notd (II-9) il admird pe Polonius si
trasaturile sale comice de caracter si subliniazd talentul dramaturgului
Shakespeare “care ar fi trebuit sa se nasca intr-o epoca guvernata de alte
principii.”*

De asemenea, mai critica si melanjul de proza si poezie in tragedie, una din
marile greseli shakespeariene: (nota I1-10) “Uite, ce trist ca versul devine
deodati proza... de ce au avut loc aceste schimbari?”**

1.2. Note despre pertinenta unitatilor de timp, spatiu si actiune

Cum unitatile de loc, timp si actiune nu sunt respectate in Hamlet, Moratin
critica atat ritmul lent, cat si lungimea excesiva a piesei cauzate de episoade
irelevante, o pierdere de vreme dupa parerea sa:

(Nota 111-4) “Recita tirada, rogu-te...”* “Ce ritm lent! Ce s-a spus in cinci
acte putea fi spus si in trei.”*

5935
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»4  “Piesa ar fi trebuit si

(Nota I-14) “Milord, aseara cred ca l-am vazut
inceapa aici. Ce urmeaza este inutil.”*

In ceea ce priveste unitatea de loc, marea vina a lui Shakespeare este ci a
fost vag in legatura cu locul unde se petrece actiunea tragediei:

(Nota 1-13) “Ce faci la Elsinore?”*® “Pana acum, nimeni nu a stiut unde se
petrece actiunea.”*’

De asemenea, traducatorul indicd unele incercari de a evita locatii
“neplacute” in piesa care nu au avut succes din causa culturii teatrale reduse
a publicului englez din perioada respectiva:

(Nota V-1) “Poate fi ingropat crestineste...” “E ridicol. Garrick a incercat sa
suprime aceasta scena dezgustatoare, fara folos.”*®

Insa scena care reda inmormantarea este cea mai vinovata, dupa Moratin, in
special in purtarea personajelor:

(Nota V-7) “Scoate-ti degetele, lasa-mi gatul...”*® “Aici un print i un mare
lord danez pot fi vazuti luptandu-se intr-un mormant, stingherind un cadavru,
ludndu-se de cap si gat si lovindu-se.” Restul notei, omise in editia din 1825
continea urmdtoarele: “Dacd Shakespeare (potrivit unora) imita Natura, am
putea spune ca pe timpul sau printii calcau adesea Tn morminte, vorbeau cu
groparii si se luptau cu lorzii. Shakespeare a imitat Natura adesea, cu mult
succes; cateodata a copiat-o exact asa cum a fost, in alte dati s-a lasat prada
excesului imaginatii sale febrile si libere, realizand ilustrari ideale si
monstruoase care nu seamand nimanui.” Scena duelului este, de asemenea, o
greseald cdci “acest mare masacru nu sporeste efectul tragic, ci il micsoreaza
prin alungarea interesului, in loc de atragerea lui” (V-5)*°. Aceastd ultima
scena este numai culminarea unei serii de episoade prost construite in care
personajele sunt irelevante sau nu-si au locul in piesa.

(Nota 1-3) “Vine iar — priveste!”>! “Daci tragedia incepe cu o fantoma, cum
se va sfarsi? De ce nu apare in fata lui Hamlet de la inceput si-si pierde
vremea bagand spaima-n solda[:i?”52.

* Shakespeare, William, Hamlet, Shakespeare. Opere complete, vol. 5, Bucuresti, Univers,
1986, p. 337.

% Zaro, Juan J. op. cit., p. 128.

“® Shakespeare, William, Hamlet, Shakespeare. Opere complete, vol. 5, Bucuresti, Univers,
1986, p. 336.

47 Zaro, Juan J. op. cit., ibidem.

“8 Zaro, Juan J. op. cit., ibidem.

*® Shakespeare, William, Hamlet, Shakespeare. Opere complete, vol. 5, Bucuresti, Univers,
1986, p. 420.

% Zaro, Juan J. op. cit., ibidem.

*! Shakespeare, William, Hamlet, Shakespeare. Opere complete, vol. 5, Bucuresti, Univers,
1986, p. 328.

52 Zaro, Juan J. op. cit., ibidem.
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1.3. Note despre absenta rigorii si a verosimilului

In aceste note Moratin descrie modul in care actiunea din piesa Hamlet are
loc in vremuri demult apuse (3390-3370 BC), fiind reluatd de Saxo
Grammaticus n a sa Historia Danica publicata in 1514. Luand aceste
explicatii literal, traducdtorul gafeaza cu privire la majoritatea referintelor
contextuale si istorice din piesa:

(Nota I-5) Fortinbras al Norvegiei. “Un print inchipuit.
Aceste inconsecvente nu sunt numai rezultatul erorilor spatiale si temporale,
cateodata personajele avand gesturi nepotrivite sau spunand lucruri
necuvenite sau de necrezut pentru conditia lor:

(Nota I-7) “Tablita... trebuie s scriu”>*. “Este incredibil cum intr-un loc
pustiu Hamlet ar putea sa scrie noaptea intr-o carte.”>”

1.4. Note despre Anglia si englezi

Moratin a Tnceput traducerea piesei in perioada cand a fugit in Anglia de
ororile revolutiei franceze. A Tnvatat engleza foarte repede, a citit multe carti
si a vazut multe piese. S-a simtit atras de Shakespeare, insa a respins normele
teatrului englez care s-a dezvoltat independent de modelele adoptate pe
continent. Notele includ referinte la cultura popularda englezd, precum si
divagatii asupra temperamentului si caracterului poporului englez:

(Nota V-1) “Poate fi ingropat crestineste, la cimitir, cineva care-si cautd
mantuirea ridicandu-si singur viata?”*® “Englezii sunt mari iubitori de orori
si glume prostesti, discursuri filozofice, limbaj pompos, batalii si
inmormantari, vrajitoare, strigoi, lupte, victorii, muzica, tortura si cadavre
ceea ce-i o consolare marunta pentru natiunile care n-au dat un Bacon sau un
Newton.””’

1.5. Note care fac proba admiratiei pentru Shakespeare

Moratin nu isi poate ascunde admiratia pentru Shakespeare, exprimatd foarte
clar intr-un numar insemnat de note:

(Nota 1-9) “— tineretea orisicatd/ I-ar fi singuratatea, se-ntiratd.”>® “Aceste
pasaje si multe altele din piesa sunt impregnate de o doctrind importanta,
substantiald, incat nu este nevoie sd 1 se atragd atentia cititorului asupra
acestor fapte.”>
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(Nota 1-25) “Daca te-mbie, doamne catre mare”®® “Toate greselile poetului

pot fi, astfel, date uitarii: aici talentul sau triumfa.. ot

1.6. Note despre traducerile mai vechi

Notele fac referire doar la traducerile in limba franceza.

(Nota 1-31) “Ahaa! Aici erai, flacau de treaba!”® Se pare ca traducatorul
francez a omis expresiile colocviale si familiare, rescriindu-le Tntr-un stil mai
formal. De exemplu, “sobol batran” devine “strigoi invizibil” in franceza.
(Nota 111-26) “Ar tainui de un broscoi, motan...” “Traducitorul francez a
omis transpunerea acestui paragraf”®®

Principalul scop al acestor note este sd ajute cititorii in urmarirea firului
narativ. Cu toate acestea traducatorul evalueaza constant actiunea desi acest
lucru nu inseamnd ca traducerea este afectatd. Dimpotriva: aceste note sunt
incluse pentru a explica ceea ce cititorilor le-ar veni mai greu sa inteleaga
avand in vedere fidelitatea textului tradus fata de original:

(Nota 1-33) “C4, oricét de ciudata si neroada/ mi-o fi purtarea uneori”® “Aici
Hamlet anunti ci intentioneaza sa se prefaci nebun”®

(Nota I1-11) “Nu sunt nebun decét dinspre nord-nord-vest; cand bate vantul
dinspre sud, stiu si deosebesc un uliu de-un batlan”®® “De acum fnainte o
parte dintre expresiile folosite de Hamlet sunt lipsite de sens, insa trebuie sa
tinem seama ca se preface a fi nebun”®’

1.7. Note despre limbaj nepotrivit

Moratin este de pérere ca limbajul nepotrivit trebuie identificat si tradus in
unele cazuri si omis in altele. Singurul pasaj omis este urmatorul: “Placut
gand sa te culci intre picioare de fata mare.”® cici “l-ar putea ofensa pe
cititor Tn modestia sa” (nota 111-7). Traducatorul subliniaza cum, in ciuda
tuturor lucrurilor, Shakespeare “este cel mai decent si cast scriitor al timpului
sau” (nota 11-13)*°, comparandu-1 cu alti contemporani.
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1.8. Citate apartinand specialistilor in Shakespeare

Paratextele si metatextele shakespeariene apartinadnd diversilor autori sunt
citate in notele traducatorului dupa cum urmeaza:

(Nota 111-15) “Acum e ceasul noptii cel vrajit”’® Potrivit vechilor superstitii,
noaptea e profana si ziua limpede si pura (Warburton).
(Nota IV-2) “Trupul e cu regele, dar regele nu e cu trupul.
Explicatia pentru diferitele interpretari ale lui Eschenberg, Stevens si Le
Tourneur despre sensul acestei fraze. Numarul acestor surse este remarcabil
si dovedeste cat de atent s-a documentat Moratin pentru aceasti traducere. In
acest sens, Zaro’® il citeazi pe Deacon si faptul ci acesta subliniazi
caracterul “istoricist” al abordarii sale in incercareca de a gési sensuri noi
pasajelor mai obscure ale pieseli.

1.9. Note asupra problemelor specifice de traducere

Decizia lui Moratin de a traduce fidel il pune in fata unor probleme specifice
de traducere din textul tinta si strategii adoptate pentru a le rezolva:

(Nota 1V-11) “Ce jos e, ce jos, si-acolo-1 chemati.””® “Traducerea mea este
arbitrar, cuvintele n-au sens.””

Aceste note reflecta clar tensiunile dintre personalitatea creatoare de
traducator a lui Moratin — bazatd pe convingerea sa intelectuald in abordarea
neoclasicd a teatrului — si constrangerile auto-impuse datoritd admiratiei
profunde pentru Shakespeare. Din punct de vedere teoretic, am putea spune
ca traducdtorul spaniol exagereaza in transpunerea presupozitiilor sale,
strategiile sale gasindu-si justificare doar in latura sa de critic, pe care o
indeplineste pe langa cele de comentator si traducator in epoca frumoaselor
infidele in care a trait.

»7l

2. Notele explicative in editiile savante bilingve

Un caz demn de mentionat este cel al editiilor bilingve, atat in teatru cat si in
poezie caci permite dubla circulare a operei si 0 comparatie intre original si
traducere. Altfel spus, dacd in alte tipuri de editii originalul este ignorat si
indisponibil, acesta devine vizibil in editiile bilingve. Henry da exemplul
piesei Troilus si Cresida publicata la Aubier Flammarion in 1969 insotita de
avertizarea traducatorului in paratext: “traducerea este menitd a fi fidela pe
cat posibil textului englez. Am adaptat numai cateva glume pe care le-am

"0 Shakespeare, William, Hamlet, Shakespeare. Opere complete, vol. 5, Bucuresti, Univers,
1986, p. 384.

"™ Shakespeare, William, Hamlet, Shakespeare. Opere complete, vol. 5, Bucuresti, Univers,
1986, p. 396.

"2 7aro, Juan J. op. cit., ibidem.

" Shakespeare, William, Hamlet, Shakespeare. Opere complete, vol. 5, Bucuresti, Univers,
1986, p. 405.

™ Zaro, Juan J. op. cit., ibidem.
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gasit intraductibile, iar cine doreste sa-1 studieze pe Shakespeare trebuie sa-|
citeascd direct in original. Traducerea mea 1i are in vedere pe acesti cititori ca
public ;inté.”75 Traducatorul, profesorul Digeon are meritul de a adnota
textul Tn calitate de fost cadru didactic si cercetator, atribuind, astfel, o
calitate didactica notelor explicative de la sfarsitul piesei. Formatia sa de
critic 11 permite sa faca comentarii la adresa operei traduse, oferind informatii
despre aceasta si conferind un caracter erudit notelor. Problema cu astfel de
editii este ca potentialul cititor al acestui dublu text ar trebui sa fie student la
Engleza, Literatura Comparatd sau pasionat de teatru, in general sau
Shakespeare, in special. Numai intr-un astfel de context si-ar gasi justificare
urmatoarele note:

Nota 2: Prologul este absent. Este posibil ca autorul sa nu fie Shakespeare, ci
George Chapman.

Nota 9: referitor la actul 1, scena 2: “Pandarus (...) Dar unde e Troilus? Am
sd ti-1 ardt pe Troilus indatd: dacd o sa ma zdreasca, o sd dea din cap.
Cresida: Zau, o sa-ti dea “din cap” (...) Atunci n-o0 sa aiba de castigat cei
care mai au?”"® Joc de cuvinte ntre nod (a incuviinta din cap) si noddy care
inseamna prost; aluzia mai face referire si la versetul biblic “Caci celui ce
are, 1 se va da si va avea de prisos; iar de la cel ce n-are, se va lua chiar si ce
are.” (Matei 13: 12). Traducerea in franceza nu poate reda fidel aluzia.

Nota 14: Acest pasaj respectd valorile baconiene definite de Aristotel in
Etica nicomahicg, aratand ca oamenii inteleg mai bine politica decat
moralitatea [...]

Nota 22: Shakespeare a intalnit Ségetétorul la Caxton (...)

Din exemplele de mai sus Henry’’ considera doar nota 9 ca fiind o nota de
traducator veritabild, celelalte limitindu-se la comentarii savante pentru
specialisti. Aceastd notd explicd un sens ascuns din text si 11 serveste lui
Digeon de scuza pentru ezitdrile sale in traducere.

In traducerea romaneascd semnati de Levitchi si publicatd de editura
Univers (1987), explicitarile isi au locul la sfarsitul piesei, atat sub forma de
postfatd, cat si de note explicative. Se cuvine sd mentiondm cd notele
explicative de la sfarsit 1i apartin lui V. Stefanescu Draganesti si nu lui
Levitchi, ludnd forma de comentarii asupra diferitelor aspecte ale culturii
grecesti si intinzandu-se, cateodata, pe jumatate de pagina:

Nota 1: “In original, to the port of Athens (“spre portul Atenei”), respectiv
“spre Pireu” (Piraieus), situat la vreo 9 km sud-vest de portul sus-mentionat.
Nu este vorba, prin urmare, de vreo confuzie din partea lui Shakespeare,

" Henry, Jacqueline, “De I’érudition & I’échec: la note du traducteur”, Meta, vol 45, no. 2,
2000, p. 231.

"® Shakespeare, William, Troilus si Cresida, Shakespeare. Opere complete, vol. 6, Bucuresti,
Univers, 1990, p. 17.

" Henry, Jacqueline, op. cit, p. 232.
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pentru care Atena ar fi port la mare. E posibil insa ca dramaturgul sa fi avut
in vedere Atena insdsi pentru a specifica locul unde a fost organizata
expeditia impotriva Troiei. In Culegerea de povestiri despre Troia (W.
Caxton) din care s-a inspirat Shakespeare (v. Comentarii), apare constructia
at the port of Athens (“in portul Atenei”), ceea ce poate explica si cuvintele
lui Shakespeare.”"

In consonanti cu traducitorul francez, Stefanescu-Draganesti face referire la
Caxton, citandu-1 ca sursa in diferite ocazii si, cum aceste referinte trimit
adesea la comentarii anterioare ale lui Levitchi, notele pot fi privite ca
reflectii ale traducatorului asupra piesei si mai putin ca note privitoare la
probleme de traducere, ceea ce se explica prin faptul cd traducatorul si
comentatorul sunt persoane diferite. Putinele note explicative care pot fi
considerate adevarate note ale traducatorului din punctul lui Henry de vedere
expliciteaza aluzii culturale sau anacronisme. De asemenea, traducatorul nu
se plange nicaieri ca nu poate sa redea efectul originalului pentru publicul
tintd:

Nota 62: “Anacronism. “Frentea napolitana” era una din denumirile
sifilisului in vremea lui Shakespeare, focarul de raspandire fiind socotit
orasul Neapole.”™

Nota 63: “Shakespeare foloseste anacronic atat cuvantul “diavol” cat si
“pizma” (anul din cele sapte pacate de moarte, conform canoanelor religiei
crestine). De asemenea, anacronismul “amin” e reluat de Tersit in replica sa
urmatoare, unde apare si “leprosi” (lazars in engleza de la numele lui Lazar
din Biblie)”.*° Chiar daci traducatorul nu se plange, am putea spune ca
efectul din limba engleza a aluziei lazars-Lazarus se pierde in traducerea
romaneasca, cuvantul “lepros” neaducand nicicum cu Lazarul biblic, cititorul
fiind instruit in acest sens doar de nota explicativa de la sfarsit.

3. Notele traducitorului in Furtuna de Shakespeare

The Tempest (Furtuna) a fost tradusa in romaneste de Leon Levitchi
pentru Editura Univers in 1990. Ca si in cazul piesei Troilus si Cresida
discutatda mai sus, notele apartin lui V. Stefanescu Draganesti si contin
explicitari de aluzii cu privire la epoca in care a trait Shakespeare, nume
proprii 1n special din mitologie si chiar corectari ale greselilor dramaturgului.
Este vorba, incd o datd, de o editie savanta/ filologica cu 61 de note lungi si
complexe asezate la sfarsitul piesei. Acestea Incep cu explicitarea unui

"8 Shakespeare, William, Troilus si Cresida, Shakespeare. Opere complete, vol. 6, Bucuresti,
Univers, 1990, p. 132.
" Shakespeare, William, Troilus si Cresida, Shakespeare. Opere complete, vol. 6, Bucuresti,
Univers, 1990, p. 142.
8 Shakespeare, William, Troilus si Cresida, Shakespeare. Opere complete, vol. 6, Bucuresti,
Univers, 1990, ibidem.
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element din text si sfarsesc prin divagdri si comentarii care cateodata pot fi
lungi de-o pagina cum este cazul notei 22 care este si cea mai lunga dintre
toate, despre vaduva Dido. Am ales aceastd notd pentru a evidentia
principalele trasaturi ale elementelor paratextuale Intr-o traducere filologica:
“Este vorba de Didona, fiica regelui Tyrului, intemeietoarea Cartagenei si
sora lui Pygmalion din Tyr care i-a ucis sotul. (Personaj deosebit de
Pygmalion, regele Cretei, care era si sculptor, autor al statuii Galateea, careia
I-a dat viatd zeita Afrodita-Venus). Dupa uciderea sotului ei, Acerbas,
Didona a parasit pe ascuns Tyrul, luand cu ea comorile lui Acerbas si fiind
insotitd de cativa nobili. (1)

Ajungand in Africa de Nord, ea a intemeiat Tn anul 814 T.e.n. cetatea
Cartaginei, pe o peninsuli la nord-vest de actualul oras Tunis. In urma celor
trei razboaie punice, Cartagina a fost cucerita si distrusa de romani in anul
146 i.e.n. Reconstruita de acestia dupa 30 de ani, cetatea a fost cuceritd de
vandali Tn anul 439 e.n. si distrusa de arabi in anul 698.

Conform uneia din legendele clasice privitoare la Didona si Eneas, relatata in
Eneida de Virgiliu, in drum spre Latium — dupa caderea Troiei —, Eneas a
poposit la Cartagina unde regina Didona s-a indragostit de el (v. Cymbeline,
nota 42). (2.1)

Din punct de vedere istoric 1nsd, intdlnirea dintre Didona si Eneas nu a putut
avea loc, Troia cazand in anul 1184 i.e.n., iar Cartagina fiind intemeiata 370
de ani mai tarziu, afard de cazul cand admitem ca cel putin una din cele doua
date de mai sus nu este exacta. (3)

De altfel, in urma unor cercetari recente, un arheolog german sustine ca
Troia ar fi fost situatd pe coasta marii Adriatice, in Dalmatia si nu in Asia
Mica. (4)

In scena de fata, Gonzalo se refera la Didona pe un ton ironic numind-0
“vaduva Didona”, ceea ce 1l face pe Sebastian sd se refere si el la Eneas, pe
acelasi ton, numindu-l “vaduvul Eneas”. (5) Nu s-a putut gasi nici-0
explicatie pentru aceasta atitudine a lui Shakespeare fata de cei doi eroi din
legenda clasica. (De altfel, Shakespeare il prezintd pe Eneas in Cymbeline, ca
pe un om care nu-si respecta juramintele. V. Cymbeline nota 42). (2.2)

Un autor contemporan cu Shakespeare face si un joc de cuvinte din numele
celor doi (6), si anume impartind numele Dido in doud, prima silaba di se
pronuntd ca si verbul die (a muri), iar silaba —do, luatd singura, este
omografa cu verbul do (a face), numele Dido devenind die!l-duu (mori! fa
asta). Aeneas, impartit in doud, Aene-as, se poate citi ca [eni] (ca in Aetna) +
moneda as ceea ce inseamna orice (any) mdagar.”®*

8 Shakespeare, William, Troilus si Cresida, Shakespeare. Opere complete, vol. 8, Bucuresti,
Univers, 1990 , p- 441.
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3.1. Analiza notei explicative

(1) Dupa contextualizarea personajului Dido si familiarizarea cititorului cu
referinta la Gonzalo in text, Stefdnescu Driganesti semnaleaza o posibila
confuzie intre Pygmalion-ul in cauza si sculptorul, mai familiar probabil unui
public cunoscator de mitologie.

(2.1, 2.2) Referinta la nota din Cymbeline nu este singulara nici in nota de
fata, nici in acest tip de editie, in general caci vorbim de “operele complete”
care grupeaza mai multe piese in volum. Asadar al optulea si cel din urma
volum aparut la Editura Univers contine ambele piese, Cymbeline si Furtuna,
ceea ce-1 faciliteazd cititorului accesul la referinta in cauza. Nota 43 din
Cymbeline completeaza explicatia din nota 22, informand cititorul cu privire
la dragostea dintre cei doi si caracterul personajului: (despre Aeneas)
“capetenie troiana, fiul Afroditei si al troianului Anchise. Conform Eneidei
lui Vergiliu, dupa cdderea Troiei, Eneas a izbutit sa se refugieze pe mare cu o
parte a populatiei Troiei. Dupa o lunga célatorie, cand ajunse la Cartagina, in
Africa de Nord, regina Didona s-a indragostit de el. Eneas se indragosti la
randul lui siu de regini. Intrucat zeii i-au cerut si-si continue cilatoria spre
Italia, el a parasit Cartagina, calcandu-si juramantul fata de Didona, care s-a
sinucis. Astfel Eneas s-a dovedit sperjur.”®?

(3) In aceastd sectiune am distins o altd caracteristicd deosebiti a functiei
comentariilor critice si a prezentarii argumentelor pro si contra pentru
aceeasi ipoteza. Cartagina este aici oras mitologic al indragostitilor Dido si
Aeneas, realitate istorica mai tarziu infirmata de descoperirile din domeniu.
(4) Acesta este unul dintre pasajele care, Impreund cu partea introductiva
despre Dido si jocul de cuvinte de la sfarsit ar fi trebuit pastrate intr-o nota
de subsol intr-o editie generala caci se referd la contextul citatului si anume
aluzia facutd de Gonzalo. Celelalte informatii oferite aici ar fi fost altfel
tratate ca ilegitime si clasificate ca si comentarii destinate specialistilor sau
studentilor la Litere.

(5) Si in acest caz functia criticd a comentatorului (si nu dimensiunea sa de
traducator, cel putin nu aici) ia cuvantul, facandu-si simtitd prezenta prin
comentarii personale ori de cate ori se considerd necesar.

(6) Ultima parte a notei explicative se refera la chestiunca discutatd la
punctul (5) cu explicitarea jocurilor de cuvinte pentru numele de Dido si
Aeneas. Pertinenta notei nu poate fi pusd la indoiald, cititorului roman
fiindu-i de folos lamuririle suplimentare pentru efectele create de pronuntia
in engleza pentru Dido (Didona), respectiv Aeneas (Eneas) care se pierd in
traducerea romaneasca.

8 Shakespeare, William, Cymbeline, Shakespeare. Opere complete, vol. 8, Bucuresti,
Univers, 1990, p. 228.
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Alte tipuri de note explicative de Stefanescu Draganesti se refera la:
intertextualitate, un exemplu in acest sens fiind prima nota despre Gonzalo si
intertextul rabelesian care trimite la zicala “celui care Ti este sortit de la
nastere sd fie spanzurat nu trebuie sa-i fie niciodatd teama ca s-ar putea
neca”®®. Insia comentatorul mai mentioneazd cd, potrivit Dictionarului
Francez-Englez Randle Cotgrave, era o zicala comuna in vremea
dramaturgului (ibidem); greseli shakespeariene si corectarea lor cum
intdlnim Tn nota 6 (ibidem) care explica situatia din actul I, scena 2, cand
Prospero si Miranda se afla in aceeasi barcd, ceea ce Inseamna ca Milano era
port pentru Shakespeare, fapt confirmat si in Cei doi gentlemeni din Verona
prin scena 1n care Valentin i1 spune lui Proteus ca pleaca la Milano pe mare
din portul orasului sau, Verona (alta eroare). Si nota 23 semnaleazd o eroare:
“Orasul Tunis nu a fost construit pe ruinele Carteginei”® cum fi spune
Gonzalo lui Adrian Tn actul I, scena 1; realitati elizabetane cum ar fi
folosirea frecventa a otravurilor pentru a scapa de dusmani (nota 35) sau
jocul de sah considerat a fi unul nobil in evul mediu, permitandu-le
indragostitilor sd petreacd timp Tmpreunda nesupravegheati (nota 54)85 s
comentarii asupra actiunii piesei, spre exemplu in nota 21 potrivit carora
Miranda, dupa ce 1-a considerat pe Taliban ca fiind unul dintre oamenii pe
care nu i-a vazut niciodata [l, 2], 1l exclude spunéndu-i lui Ferdinand ca este
singurul pe care l-a vazut, dupa tatal ei [I11, 1]%.

Concluzii

Prin prezentul studiu am efectuat o trecere in revista a notelor traducatorului
in general si a celor explicative asa cum apar in editiile shakesperariene, la
sfarsit de piesd in special. In primul rind am aritat cum prima traducere
spaniola din Hamlet aplica principiile frumoaselor infidele franceze, autorul
ei, Moratin indeplinind cumulativ functiile de critic, comentator si traducator
si exagerand cu explicitirile presupozitiilor (cf. Zaro, 1998). In al doilea
rand, am avut 1n vedere editiile bilingve unde notele explicative de la
sfarsitul pieselor au o functie didacticd si sunt indeosebi destinate
specialistilor, putine dintre ele referindu-se la chestiuni care tin de traducere
cum ar fi explicitarea aluziilor (cf. Henry, 2000). Tn ultimul rand, propria
noastra analizd a notelor explicative din editiile savante romanesti confirma

8 Shakespeare, William, Furtuna, Shakespeare. Opere complete, vol. 6, Bucuresti, Univers,
1990, p. 439.
8 Shakespeare, William, Furtuna, Shakespeare. Opere complete, vol. 6, Bucuresti, Univers,
1990, p. 442.
8 Shakespeare, William, Furtuna, Shakespeare. Opere complete, vol. 6, Bucuresti, Univers,
1990, p. 443.
8 Shakespeare, William, Furtuna, Shakespeare. Opere complete, vol. 6, Bucuresti, Univers,
1990, p. 441.
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caracterul didactic al acestui element paratextual (cf. traducerile pieselor
shakespeariene publicate la editura Univers).
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Electra — de la mitul personajului la personajele mitului
Ada LUPU®

Rezumat: Eroul mitologic 1si modificd statutul, devenind personaj literar,
prin contributia scriitorilor care reinterpreteaza, recontextualizeaza si
readapteazd temele fundamentale, in functie de contextul social, istoric,
politic sau religios al vremurilor in care isi desfasoara activitatea. Imaginea
Electrei difera de-a lungul timpului, rdmanand, totodatd, incadratd intre
ramele aceluiasi tablou. Intertextualitatea permite abaterea personajului de la
un traseu bine delimitat, pastrandu-se, Tnsa, anumite repere constante prin
care se stabilesc elemente de legaturd intre operele unor autori care trateaza
in mod diferit acelasi subiect. Astfel, protagonistul mitic este supus unui
proces de continud reinventare, pana cand personajul episodic Electra din
tragedia antica Orestia, a lui Eschil, devine Lavinia Mannon, personaj
principal al dramei moderne, Din jale se intrupeaza Electra, a lui Eugen
O’Neill. Desi intre cele doua opere se pot sesiza paralelisme atat la nivelul
formei, cat si la cel al continutului, odata cu trecerea timpului se manifesta o
,Cizelare” a personajului, realizatd printr-un interes sporit acordat
constructiei psihologice a acestuia. Individul devine important in sine,
capabil de a actiona, liber si responsabil, capatandu-si independenta cu pretul
renuntdrii la interventia divinitatii care il priveaza si, totodata, il salveaza de
propria libertate.

Cuvinte cheie: Electra, Eschil, Orestia, Eugen O’Neill, mit,
intertextualitate, psihologizare

Manifestarea artistica presupune parcurgerea unui traseu la capatul
ciruia se giseste, in acord cu indemnul aristotelic, ideea de catharsis. In
cazul literaturii, scriitorului 1i revine sarcina de a surprinde acele aspecte ale
existentei care, prelucrate prin mijloace specifice, sa reuseasca starnirea unei
reactii din partea cititorului. Mizadnd pe atributele empatiei, una dintre
metodele de cdutare a finalitatii cathartice este abordarea tragicului. Optiunea
pentru aceastd categorie esteticd sugereaza concentrarea atentiei asupra
surselor fundamentale de inspiratie, unde se gaseste ceea ce este universal-
valabil. Marile teme, preocupdrile elementare ale omenirii, framantarile
ancestrale, misterul, obsesia cunoasterii, enigmele... toate acestea isi au
originea in mit. [ar miturile sunt intretinute de catre eroi. Omul modern, in
cautare de repere valorice, aseaza eroul pe un piedestal si simte nevoia sa-l
arate si celorlalti. Cu cat sunt mai multi privitori, cu atat ,,popularitatea”

* Masterand Facultatea de Teatru, Universitatea de Arte ,,George Enescu”, Tasi
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eroului creste. Astfel, incepand sa apard in texte literare, in spectacole de
teatru, in opere muzicale, in tablouri, protagonistul mitologic isi depaseste
conditia, devenind un material maleabil.

Celebra si indelung contemplata, Electra nu mai poate raméne un
personaj legendar, dependent in permanenta de mitul sau. Ea se ,,ramifica”,
se schimba, asa Incat numele ei nu mai orienteaza imaginatia Intr-o singura
directie, realizandu-se trecerea de la ideea de mit al personajului la cea de
personaj al mitului. Constantd este ,,povestea”. Tema. Mitul in sine.
Framantarile Electrei vor raméne aceleasi, dar intertextualitatea le oferd
scriitorilor posibilitatea de a-si crea propriile personaje ale unor legende nu
doar preluate si asimilate, ci reinterpretate, recontextualizate, readaptate si, in
definitiv, personalizate. Astfel, de la trilogia anticd a Iui Eschil la cea
moderna a lui Eugen O’Neill, Electra nu iese din povestea ei, dar evolucaza
odatd cu trecerea vremii. Nascutd in timpurile mitologice, Electra si-a
continuat traseul, iar daca antichitatea o surprindea drept personaj in Orestia,
sub condeiul lui Eschil, anul 1931 o transporta in perimetrul dramaturgiei
americane, in cadrul piesei Din jale se Tntrupeaza Electra.

Intertextualitatea presupune o serie de asemandri si de deosebiri
datorita cdrora cititorului 1 se induce senzatia cd lectureazad nu doar doud
versiuni ale aceleiasi povesti, ci doud povesti despre aceeasi poveste. Pornind
de la exterior catre nucleu, primele paralelisme se sesizeaza la nivelul
formei. Cele trei opere care compun trilogia lui Eschil (Agamemnon,
Choeforele si Eumenidele) devin, la Eugen O’Neill, Intoarcerea acasd,
Prigonitii si Stafiile. Personajele sunt mutate de la Argos in Noua Anglie,
unde contextul social de dupa Razboiul Troian este inlocuit de situatia anului
1985, la putin timp dupa Razboiul de Secesiune.

Pentru a le integra noului spatiu, Eugen O’Neill schimba numele
personajelor. Astfel, neamul Artrizilor devine familia Mannon. Electra se va
numi Lavinia; Clitemnestra, Christine; Oreste, Orin; Agamemnon, Ezra;
Egist, Adam Brant. Gradele de rudenie dintre personaje raman aceleasi,
raporturile dintre protagonisti fiind neschimbate, in linii mari; doar ca textul
american le insufld acestora framantari suplimentare, actiunea piesei fiind
determinatd nu doar de obsesiile ancestrale ale personajelor mitologice, ci si
de problematici moderne care 1i preocupd pe protagonisti. Astfel,
recontextualizarea mitului presupune interventia unor nume noi, precum
Peter Niles sau Maria Brantome.

Calatoria printre texte a Electrei influenteaza nu doar schimbarea
cadrului, modificarea contextului social si istoric, a numelui, ci determind si
transformari la nivel de identitate, personajul cunoscand o evolutie de la un
autor la altul. La Eschil, Electra pare a fi un simplu observator, lipsitd de
proprie initiativd. Necunoscand obiceiurile religioase, ea cautd sprijin in
batranele din cor, dorinta de a-si razbuna tatal provenind nu dintr-un acces de
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orgoliu, ci, mai curand, dintr-o inocenta copilareasca. Astfel, personajul
devine victima unei reactii stereotip, fard a constientiza gravitatea si
complexitatea gestului criminal. Desi trairile interioare nu i lipsesc, faptul ca
acestea raman constante pe tot parcursul desfasurdrii evenimentelor imprima
o anumita linearitate si austeritate caracteriala.

In timp, Electra se maturizeazi. La Sofocle isi asumi constient
dorinta arzdtoare de razbunare, considerand necesard Indeplinirea unei
datorii sfinte. Euripide infatiseaza un personaj labil din punct de vedere
comportamental, instabil, ale carui actiuni, intotdeauna contrastante, ii
conferda un grad sporit de complexitate. Trecdnd de la ipostaza unei
instigatoare naive la cea a uneia pe deplin constiente, pand cand devine ea
insasi partasd la crimd, descendenta Artrizilor se dezvolta treptat, in secolul
al XX-lea, Lavinia Mannon ajungind sid se impuna in dramaturgie prin
puternica incarcatura psihologica si emotionald pe care o detine.

Aceste modificari ale personajului determina, in acelasi timp, o alta
desfasurare a actiunii. Cu toate cd parametrii generali rdman, in linii mari,
aceiasi, diferenta dintre tragedia antica a lui Eschil si drama modernd a lui
Eugen O’Neill reiese din modalitatea de abordare a temei pentru care
opteaza fiecare dramaturg 1n parte. Eschil vizeaza soarta lui Agamemnon si
prezinta continuarea destinului neamului Artrizilor, oferindu-i Electrei doar
aparitii episodice, pe cand Eugen O’Neill insista tocmai asupra personajului
feminin, preocupandu-se de constructia psihologicd a acestuia. Daca in
trilogia anticd oamenii sunt pedepsiti de catre zei din cauza hybrisului,
importanta interventiei divinului coplesindu-1 pe omul care sufera pentru a
intelege, epoca moderna 1i atribuie fiintei umane liberul arbitru, personajele
transformandu-se in efectele propriilor actiuni si decizii. Astfel, Lavinia va
ajunge sa afirme: ,,Nu-i cer iertare lui Dumnezeu. Nu cer iertare nimanui. Ma
iert eu Insami... Sper ca existd un iad si pentru cei buni.”

Psihologizarea personajelor nu se manifesta numai asupra Electrei.
Complexul oedipian 1l afecteazd pe Orin in asemenea masurd Incat acesta
ajunge sd-1 declare surorii sale: ,,Nu stii cat de mult ai devenit mama, Vinnie!
Nu ma refer doar la cat de frumoasa ai devenit!” Legdtura cu trilogia antica
este mentinutd si prin pastrarea partiala a ideii de hybris, familia Mannon
parand a fi purtatoarea unui blestem, in cadrul caruia copiii ajung sa suporte
consecintele pacatelor savarsite de catre predecesori. Mai mult decét atat,
radacilile familiale devin indestructibile, situatie care genereazd o altd
constatare din partea lui Orin: ,,Nu vezi cd acum eu sunt in locul tatalui si tu
n cel al mamei?” Revolta Clitemnestrei care nu a putut accepta sacrificarea
Ifigeniei pentru victoria lui Agamemnon devine ura lui Christine, care isi
detestd sotul Inca din noaptea nuntii. Jertfa intoarcerii glorioase a lui Ezra
Mannon o constituie, Tn piesa lui Eugen O’Neill trimiterea lui Orin in razboi.
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De la aceste ,,intrigi fundamentale”, conflictele celor doua trilogii se
construiesc in chei diferite, pastrand totodatd anumite elemente comune care
permit instalarea unei intertextualitati. Asemanatoare, dar nu identice, cele
doua opere dramatice trateaza acelasi subiect plasat in peisaje diferite.

Paralelismul este evident la nivelul primelor piese ale celor doua
trilogii. Dacd in Agamemnon sotul care se intoarce victorios a fost tradat n
absentd de Clitemnestra care 1-a inselat cu Egist, varul lui, Ezra Mannon se
confruntd cu aceeasi situatie, Christine fiindu-i infidela cu Adam Brant, cel
care doreste s-o razbune pe Maria Brantome.

Seria de simetrii continua si intre Choeforele si Prigonitii. Insarcinat
de catre Apolo cu misiunea de a razbuna moartea tatdlui sdu, Oreste se
intoarce din Phocis si, deghizat in calator, intrd in palat, unde isi ucide atat
mama, cat si pe amantul acesteia. Orin se rezuma la a-l ucide doar pe Adam
Brant, dar, in mod indirect, este responsabil moral si pentru actul sinucigas al
lui Christine. Tn ambele piese, personajul asasin suferd de o puternicd
degradare fizica si psihicd, Insd dramaturgul american accentueaza rolul
determinant al Laviniei, insistentele acesteia constituind un adevarat motor in
declansarea crimei.

Dezechilibrul intertextual se declanseaza in cadrul finalului, solutia
pentru care Eugen O’Neill opteaza in Stafiile diferentiindu-se de
ddeznodamantul ales in Eumenidele. In tragedia greac, verdictul le apartine
zeilor, Atena fiind cea care judeca faptele lui Oreste, asistatd de un juriu
compus din locuitori ai Atenei. Aici, accentul se deplaseaza, pornind de la
importanta divinitatii si, mai apoi, a societatii, omul insusi fiind cel din urma
pivot al Intregului mecanism. In Din jale se intrupeazi Electra acest traseu
este parcurs in sens invers, puterea decizionald apartinand individului. Orin
se sinucide, incapabil de a-si suporta vina si se lasa condus de dorinta
reintdlnirii cu mama sa, iar Lavinia isi alege singurd pedeapsa, prin
autoizolare. Ea refuza posibilitatea de a se casatori cu Peter Niles, devenind
consecinta propriilor decizii.

Desi se sprijina pe trilogia lui Eschil, Eugen O’Neill este selectiv si
aduce textului folosit drept sursd de inspiratie acele modificari care
transforma tragedia anticd intr-o0 tragedie a omului modern. Principala
deosebire este mutarea centrului de interes asupra individului, a
particularului, care, desi angrenat intr-un anumit context, este singurul
resposabil pentru sine insusi. Destinul sartrian care inlocuieste existenta
aflatd sub semnul fatalitatii, liberul arbitru, manifestérile constiintei, spiritul
responsabilitatii scot fiinta umand din tragismul incapacitatii de a actiona,
pentru a o plasa intr-un tragic nou, cu mult mai profound si tulburator: cel al
incapacitatii de a nu actiona.

Astfel, intrebarea care, in mod firesc, se instaleaza si se dezvolta in
congtiinta cititorilor piesei Din jale se intrupeaza Electra este dacad il
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elibereaza oare abordarea modernd a sensului existentei pe om sau,

dimpotriva, dacd nu cumva demitizarea il condamna, de fapt, la o libertate
stranie care-1 transforma in propriul sau prizonier.
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Spre un teatru vizual: Adolphe Appia si teoria spatiului ,,viu”
Alexandra-loana CANTEMIR®

Rezumat: Adolphe Appia, regizor, scenograf si teoretician elvetian, este
unul dintre primii creatori de spectacole care evidentiaza forta expresiva a
imaginii scenice si primul teoretician al relatiei estetice dintre corpul
actorului si spatiul scenic. Rejudecand raporturile dintre elementele care
participd la montarea unui spectacol (fie el dramatic sau muzical), Appia se
impune ca promotorul unui tip de spectacol preponderent vizual, in care
corpul actorului, subordonat muzicii §i cucerind spatiul prin opozitia dintre
mobilitatea sa si rigiditatea acestuia din urma, comunica spectatorului ideile
esentiale ale operei dramatice. Regizorul considera, deci, corpul viu si plastic
al actorului, aflat in miscare, drept pilonul principal al spectacolului, care
organizeaza in jurul sdu toate celelalte elemente ce contribuie la realizarea
actului scenic. Pentru a ajuta acest corp sa exprime idei, iar nu sa le
semnifice, Appia propune o revolutie a scenografiei, o regandire a spatiului
scenic. Incepand cu Appia, vizualitatea si corporalitatea vor deveni principii
de baza ale teatrului, iar textul devine doar un pretext pentru punerea in
scena.

Cuvinte cheie: Appia, sistem regizoral, spatiul ,,viu”

Unul dintre momentele care au modificat substantial si irevocabil
modul in care este gandita arta teatrului este cel in care functia regizorului a
inceput sa capete amploare. La inceputul secolului XX — considerat ca fiind
secolul regiei —, aceasta functie relativ noua nu era una foarte bine definita,
insd, datoritd marilor creatori de spectacole de teatru din aceasta perioada,
regizorul a ajuns sd fie nu doar un organizator de repetitii, ci unul de idei,
disecand (sau renuntand la) discursul dramaturgului pentru a-si crea propriul
discurs teatral, exprimat prin propriul sistem de semne §i expresii.

Regizorul preia, treptat, locul dramaturgului drept principal creator al
discursului teatral, pe care il restructureaza, cautand sa descopere si sa
foloseasca specificul artei sale pentru punerea in scena a spectacolului. Din
momentul dezvoltarii artei regizorului, teatrul se desparte de literatura.
Nemaifiind redus doar la functia de reprezentare scenica a unui text
dramatic, spectacolul de teatru se dezvaluie ca opera de artda de sine
statdtoare. Una dintre consecintele directe a inlocuirii suprematiei
dramaturgului cu cea a regizorului este schimbarea raportului dintre text si

* Doctorand, Universitatea de Arte ,,George Enescu”, Tasi
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celelalte elemente ale spectacolului teatral, ceea ce, in unele cazuri, duce la o
puternica dezvoltare a componentei vizuale a punerii in scena.

Adolphe Appia (1862-1928), regizor, scenograf si teoretician
elvetian, este unul dintre primii creatori de spectacole care evidentiaza forta
expresivd a imaginii scenice si primul teoretician al relatiei estetice dintre
corpul actorului si spatiul scenic. El a ramas unul dintre reperele artei teatrale
prin teoriile sale, caci activitatea sa regizorald si scenografica este relativ
limitata®. Cea mai importanta lucrare a sa este tratatul Opera de artd vie
(L’oeuvre d’art vivant, 1921), in care isi defineste sistemul de gandire asupra
artelor spectacolului. Aceasta lucrare a fost precedata de eseul Punerea in
scend a dramei wagneriene (La mise en scene du théatre Wagnerien, 1891)
si de catre un alt eseu, Muzica si inscenare (Musique et mise en scéne,
1897).

Datoritd modului in care si-a conturat ideile asupra specificului
teatrului, Appia este considerat ca fiind primul filosof al artei spectacolului.
Intr-adevar, teoriile sale depasesc nivelul unei expuneri de principii si
metode de realizare a spectacolului de teatru si cautd, in schimb, sa
defineasca esenta artei dramatice.

Adolphe Appia se inscrie in sirul de creatori care, negand
naturalismul, propun un alt mod de gandire a teatrului, care sa depaseasca
limitele cotidianului, pasind in domeniul metafizicului, al expresiei pure si
esentializate. Rejudecand raporturile dintre elementele care participd la
montarea unui spectacol (fie el dramatic sau muzical), Appia se impune ca
promotorul unui tip de spectacol preponderent vizual, in care corpul viu si
plastic al actorului, subordonat muzicii si cucerind spatiul prin opozitia
dintre mobilitatea sa si rigiditatea acestuia din urma, comunica spectatorului
ideile esentiale ale operei dramatice.

Viziunea regizorului asupra artei, influentatd de teoriile lui Richard
Wagner, tinde spre acceptarea ideii teatrului ca sinteza a celorlalte arte, insa
nu Tnainte de a analiza modul in care fiecare dintre aceste “elemente” poate
conlucra in vederea realizarii unei ,,opere de artd vie”, al carei specific
trebuie si el determinat. Dupd o analizd minutioasa a specificului fiecarei
arte®® — pe care le Tmparte in doua categorii, arte ale timpului si arte ale
spatiului —, Appia ajunge la concluzia ca ,,principiul director si conciliant

87 Majoritatea spectacolelor ce ii poartd semndtura sunt puneri in scena ale unor opere de
Wagner, a carui muzica Appia o considera ca fiind intruchiparea idealului artistic si ale carui
teorii 1l influenteaza puternic. Pentru aceste spectacole, Adolphe Appia a fost preocupat de
realizarea unor scenografii dinamice, a unor spatii ,,vii” care sa ajute corpul interpretului sa
exprime ceea ce contine muzica (pe care o considera ca fiind arta perfecta, completa prin ea
insasi si care trebuie sa le subordoneze pe toate celelalte).

8 v. Appia, Adolphe — Opera de artd vie, traducere de Elena Drigusin Popescu, Editura
UNITEXT, Bucuresti, 2010, capitolul Elementele
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care va determina unirea diverselor forme de arta spre a le face sa convearga
simultan spre un punct comun”®’ este miscarea.

Acest principiu este reprezentat scenic de catre corpul ,viu” al
actorului, care organizeaza toate celelalte elemente. Pentru a ajuta acest corp
sd exprime idei, iar nu sa le semnifice, Appia propune o revolutie a
scenografiei, o regandire a spatiului scenic. Regizorul declard, in mod ironic,
ca revenirea la placutele care indica spatiul In care se petrece actiunea,
folosite in secolul XVI, este preferabild decorului realist, care nu ajutd cu
nimic expresiei scenice, caci pierde din vedere principiul director al
dinamicii imaginii scenice.

Renuntand la decorul pictat, pe care il considera artificial, asemeni
naturalistilor, Appia concepe scenografia spectacolelor sale folosind toate
cele trei dimensiuni (orizontala, verticala si adancimea scenei). Insa, spre
deosebire de naturalisti, care introduc pe scend obiecte cat mai similare celor
din viata cotidiana, Appia crecaza scenografii simboliste, folosind volume
uriase si contraste puternice intre liniile drepte ale decorului si formele
rotunjite ale corpului actorului.

De asemenea, profitand si de dezvoltarea aparaturii de iluminat
electric, el descopera puterea de modelare a spatiului prin jocuri de lumini si
umbre, fiind cel care ,,a introdus schema de lumini ca 0 necesitate a
spectacolului”®.

Desi Appia este cel care descoperd ,,lumina care arunca umbre,
nascand forme, volume, culori si ritm” 1, tot el este cel care subliniaza
nevoia de a apela la un mijloc tehnic doar in masura in care el isi gaseste si o
justificare in economia spectacolului.

La inceputul secolului XX, proiectia incepuse sa fie folositd pentru a
realiza imagini scenice sau chiar pentru a substitui integral decorul. Appia
admite aceasta inovatie scenicad 1n masura in care ,,devine un factor de
expresie, care influenteaza estetica decorului si totodatd are si o motivare
logica in desfasurarea dramei”®. Pentru el, mijloacele tehnice sunt supuse
aceleiasi reguli ca celelalte “elemente” mai sus mentionate: toate trebuie sa
se completeze si sa lucreze impreuna pentru a ajuta corpul ,,viu” al actorului
sa is1 Indeplineasca misiunea dramatica si estetica.

Din acelasi motiv, si in gandirea schemei de lumini se foloseste de
puterea acesteia de a potenta expresivitatea actorului, de a releva contraste
emotionale sau morale Intre personaje. Tot in acest scop, Appia este primul

¥ jdem, p.14-15

% Saiu, Octavian — In cautarea spatiului pierdut, Editura Nemira, Bucuresti, 2008, p. 117
*1 Siitd, U. Andras — Dialectica poieticilor teatrale in sfera creafiei scenice, Princeps Edit,
Tasi, 2007, p. 109

% petrovici, Virgil — Lumind si culoare in spectacol, Editura Albatros, Bucuresti, 1974, p.
112

73



COLOCVII TEATRALE

regizor care se foloseste de clarobscur, renuntand la regula conform careia
chipul actorului trebuie sa fie in lumina reflectorului si chiar lasandu-l uneori
in intuneric pe actorul care vorbeste pentru a-l infagisa publicului pe cel care
asculta.

Prin astfel de mijloace, se pot obtine contraste care ofera imaginii
scenice dinamism si puterea de a exprima, prin mijloace noi, ceea ce se afla
dincolo de atat de binecunoscutele situatii de viatd. Pe Appia il intereseaza sa
ofere spectatorului calea de acces spre lumea ideilor Tnalte, iar tipul de teatru
propus de el exclude posibilitatea interferentei elementului mundan.

O altd inovatie este suprimarea rampei, din dorinta de a crea o
comunicare directda intre spatiul scenic si spatiul destinat spectatorilor, care
trebuie sa se intrepdtrundd, devenind un spatiu al intdlnirii dintre fiinte.
Appia nu crede 1n ideea publicului detasat, neimplicat, ci in spectatorul
partas la actul creatiei, caruia, de fapt, aceasta i se adreseazd, conditie
esentiald pe care, considera el, artistii o uitd mult prea usor, indepartandu-se
de arta ,,vie”.

Regizorul isi imagineaza o ,,catedrald a viitorului” in care oamenii se
aduna pentru a comunica, prin intermediul artei, eliberati de normele sociale
si de falsa pudoare fata de arta, fata de ceilalti si fata de sine.

Constient, probabil, de imposibilitatea realizarii artei pure, ideale, pe
care o descrie in tratatul sau, el scrie ultima parte a Operei de arta vie
folosind doar verbe la timpul viitor, descriind cu pasiune un mod de a trai
arta prin daruire de sine, stil ce contrasteaza puternic atat cu ironia pe care 0
foloseste pentru a descrie arta ce refuzd ,,viul”, cat si cu stilul metodic,
argumentativ pe care il foloseste pentru a-si expune principiile estetice.

Appia 1si da seama, deci, cd ceea ce propune este o utopie, dar acest
vis al lui de a transforma spatiul pentru a modifica tipul de contact dintre
public si opera de artd a influentat generatiile de artisti care au facut din
comunicarea directd, nemijlocita si nealterata cu publicul scopul artei lor. Ne
referim in mod special la adeptii genului performance, creatorii unui limbaj
artistic complex, in care elemente ale fiecarei arte sunt reinterpretate si
introduse intr-un spatiu eterogen al expresiei propriei viziuni asupra unor
teme care, de multe ori, vizeaza realitatea sociald sau politicd pe care i
forteaza pe spectatori sa o confrunte, adesea incercand cu orice pret sd ii
socheze pe acestia din urma pentru a-i forta ca, in urma unei puternice reactii
emotionale, s actioneze. In alte cazuri, se poate renunta complet la ajutorul
formelor estetice de expresie, iar performer-ul ,,invita” spectatorul sa
comunice pe un plan mult mai personal*®, folosind spatiul exclusiv ca pe un

% De exemplu, un performance al Marinei Abramovic, The Artist Is Present (martie-mai
2010, MoMA, New York), presupunea “simpla” intalnire, intr-o incdpere a muzeului, a cate
unui spectator si artista care astepta in tacere, agezatd pe un scaun, la o0 masa in fata careia se
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loc al ntélnirii dintre omul-artist si omul-spectator (concretizand, astfel,
spatiul ,,viu” din punct de vedere al contactului cu publicul, nu insa si din
punct de vedere estetic).

Octavian Saiu este de parere ca intreaga teorie a spatiului descrisa de
Appia este utopicé94, insd tot el este cel care 1i numeste pe cei care au
continuat si au pus 1n practica ideile estetice propuse de regizorul elvetian, de
la cei care au preluat principiile despre lumina (Giorgio Strehler, Robert
Wilson), pand la cei care au concretizat relatia muzica-spatiu descrisa de el
(Pina Bausch, Merce Cunningham)®. Ceea ce ne face si ajungem la
concluzia ca Appia a pus bazele unei teorii despre spatiu ce isi gaseste
aplicabilitatea doar pe plan estetic, prabusindu-se Tn momentul introducerii in
ecuatie a ultimului si a celui mai important factor (dupa cum Appia Insusi
spune): spatiul intim, spiritual al spectatorului.

Appia nu este nici primul, nici ultimul dintre acei ,,regizori interesati
obsesiv de un teatru conceput ca artd a unui flux vital intre contemplator si
interpret”®, asa cum nu este nici primul, nici ultimul care incearcd sa
modifice fizic spatiul oferit de teatru pentru a face loc modificarilor esentiale
ale Spatiului pe care fiinta il cucereste si il exprima prin corp97. Si poate aici
se afla motivul pentru care sistemul sdu ramane un ideal intangibil, chiar
dacd, asa cum am mentionat, unele dintre ideile sale au fost preluate de catre
artistii ce i-au urmat.

George Banu subliniazd o altd hibd a teoriei teatrale a lui Appia,
cauzata de ‘“gustul clasic pentru opera incheiata, apartindind unui autor
unic”®. Asemanand rolul dramaturgului in teatru cu cel al compozitorului in
muzica, regizorul sugereaza solutia utilizarii de catre autor a sistemului
muzical de notatie pentru ca punerea in scend a textului sd fie fideld

afla un scaun gol. in momentul in care un spectator se aseza pe scaunul gol, nu incepea sa se
intdmple nimic spectaculos — Abramovic stitea in continuare pe scaun, in ticere, privindu-I
drept Tn ochi pe cel care s-a apropiat, invitindu-1 la un schimb de emotii si energii prin
dialogul privirilor ce se putea opri oricind decidea spectatorul sa se ridice si sa plece.

%  Appia este pentru spatiul teatral ceea ce Artaud este pentru arta actorului: un model ce
poate fi admirat, zeificat, dar nicicum infaptuit. Spatiul lui Appia e o utopie a vizualitatii
scenice, dupa cum, la Artaud, arta actorului e o utopie a emotiei teatrale” — Saiu, Octavian,
op. cit., p.116

% In teatru-dans, muzica genereaza ritmul volumelor in spatiu — ce altceva postula Appia?”
—idem, p. 125

% Crisan, Sorin — Teatru, viata si vis: doctrine regizorale. Secolul XX, Editura Eikon, Cluj-
Napoca, 2004, p.28

" Prin ,,corp”, Appia defineste partea vizibild a fiintei, prin care se manifestd si celelalte
parti care i determina existenta (suflet si spirit), precum si punctul comun al coordonatelor
timp-spatiu: ,,Corpul nostru viu este Expresia Spatiului durdnd in Timp si a Timpului in
Spatiu.” (Appia, Adolphe, op.cit., p. 68)

% Tonitza-Iordache, Michaela si Banu, George — Arta teatrului. Editura Nemira, Bucuresti,
2004, p.192
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dorintelor sale. Desi se considera ca odata cu Appia incepe secolul regiei, se
pare ca ideea cd dramaturgul este suveran ramane, paradoxal, atasata
celorlalte principii.

O alta problema a sistemului sau — pe care teoriile lui Edward Gordon
Craig, destul de similare in privinta conceptiilor asupra componentei vizuale
a spectacolului teatral, nu o intampina — este saracia detaliilor cu privire la
adaptarea jocului actorilor la spatiul propus. Asa cum aratda acelasi George
Banu, ,,orice revolutie regizorala esueaza fara pregatirea preliminara a unui
nou tip de actor”.*®

Cu toate cd se declard Tmpotriva reprezentatiei de tip realist si a
extremei acesteia, jocul mecanizat, Appia nu propune o altd maniera de joc.
Chiar daca este in permanentd preocupat de corpul ,viu” al actorului,
regizorul nu-i ofera acestuia solutii practice prin care sa se exprime in noul
sistem teatral.

Pentru a afla raspunsul la aceastd dilema, putem sa analizadm
consideratiile asupra actorului ale celui care a avut o puternicd influenta
asupra lui Appia, Richard Wagner. Marele compozitor scrie un capitol intreg
al lucrarii sale Opera si drama dedicat analizei mijloacelor de expresie ale
interpretului (fie el dramatic sau muzical), concentrandu-se mai ales pe
expresia vocala.

Demonstrand, mai intai, ca expresia muzicala o precede pe cea prin
cuvinte, Wagner formuleaza o teorie conform céreia cuvintele nu poarta
adevaratul sens al ceea ce Incercam sa exprimam, ci ele, dimpotriva, pot sa
ascunda adevarul. Vocea, iar nu vorbele pe care le rostim, este cea care
exprimd idei si sentimente. Muzicianul merge mai departe de atat si
analizeaza relatia dintre tonuri ale vocii, vocale si consoane, subliniind
diferentele subtile pe care le aduc expresiei combinatiile dintre variatele
elemente ale acestor trei categorii de factori fonetici.

Daca admitem ca influenta lui Wagner s-a manifestat asupra lui
Appia inclusiv in ceea ce priveste cerintele de la actor, putem trage doua
concluzii asupra sistemului regizorului pe baza consideratiilor
compozitorului. In primul rand, vocea actorului il intereseazi pe Appia mai
mult decat cuvintele textului. In al doilea rand, aici se afld motivul pentru
care el sugereaza dramaturgului utilizarea unui sistem de notatie asemanator
celui muzical, caci punerea in scena trebuie si ea sa se subordoneze, asemeni
celorlalte elemente, muzicii, iar dramaturgul ar putea, la fel ca un
compozitor, sd isi asigure inalterabilitatea ideilor si sentimentelor exprimate
in textul sau daca 1-ar gandi ca pe un univers al expresiei muzicale.

Dar, dincolo de aceasta, ce alte indicii mai avem in legatura cu tipul
de joc pe care trebuie sa-l1 abordeze actorul in acest sistem regizoral?

% Idem, p.212
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Sorin Crisan remarca faptul ca ,la Appia, regia, intarindu-si
privilegiile directoare, si, tot asa, scenografia, s-au pus in slujba unui actor al
carui spatiu scenic fusese, in mod esential, schimbat.”*® Tot el va conchide
ca ,,nu poate fi negatd existenta unui realism interior, necesar Tmplinirii
«contractului scenic» dintre public si interpreti”*®*, oferind, astfel, un alt
posibil raspuns in legatura cu tipul de joc scenic adecvat acestui spatiu ,,viu”.

In pofida acestor puncte ale doctrinei sale rimase nerezolvate, Appia
este unul dintre marii vizionari ai artei teatrului, caci teoriile sale, alaturi de
cele ale lui Edward Gordon Craig, pun bazele unei noi directii, marcate de
ideea ca trebuie regasit specificul artei teatrului, iar acesta rezida, conform
celor doi regizori-teoreticieni, in miscare, in gestualitatea expresiva,
purtatoare de sensuri, a actorului.

Daca ,teatrul viitorului” imaginat de Appia ramane un ideal
irealizabil, ideile sale estetice, Insa, au marcat debutul unei noi ere pentru
artele spectacolului. ,,Incepand cu Appia, arta dramaticd inceteaza a fi
apanajul dramaturgiei”*®?. Tncepand cu Appia, vizualitatea si corporalitatea
vor deveni principii de baza ale teatrului, iar textul devine doar un pretext
pentru punerea in scena.
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Troienele — Sandros. Desemantizarea sau reiterarea
tragicului?

Alexandra BANDAC®

Rezumat: Conceptul de ,,tragic”, derivat din grecescul tragikos, desemneaza
existenta unui conflict care se solutioneaza, in urma unor confruntdri, cu
moartea sau infrangerea unor eroi, a unor teluri sau valori sociale.

Se poate azi vorbi despre un tragic contemporan. Un tragic brut,
vehement, pe care spectatorul trebuie sa-lI perceapa din metafora scenica: un
tragic al intrebarii, al raspunsului pe care ne temem sd-1 aflam. Constiinta
propriei degradari, a esecului nostru aproape fatidic... Da, iatd ca ne
intoarcem la Antichitate. Caci sentimentul erorii e primordial pentru fiinta
autohtona. Este si cazul autoarei maghiare Katalin Thuroczy, care oferd o
viziune originala asupra unui text bine-cunoscut, anume Troienele lui
Euripide. Sandros, piesd de o reald fortd poeticd, traduce in limbaj
postmodern povestea razboiului si a femeii.

Cuvinte cheie: Sandros, Troienele, Kathalin Thuroczy, Euripide, tragedie,
tragic

Conceptul de ,tragic”, derivat din grecescul tragikos, desemneaza
existenta unui conflict care se solutioneaza, in urma unor confruntari, cu
moartea sau infrangerea unor eroi, a unor teluri sau valori sociale.

Tragedia reprezintd o specie a genului dramatic, aparuta in secolul al
V-leai.e.n. A cunoscut o perioadd de glorie in Antichitate, mai ales 1n spatiul
elen, dar si in secolul al XVII-lea, o data cu valul clasicismului francez.

Fard a insista asupra evolutiei conceptului, cat si al speciei, intrucat
analiza s-ar abate, oarecum, de la tema propusa, lansez prima ,,nedumerire”
actoriceasca ce, trebuie sd recunosc, ma bantuie de ceva vreme: cum mai
intelegem astazi tragicul?

Departe de a md ,,ratdci” pe taramul oarecum steril al teoriei teatrale,
mi se pare important sa lamuresc modul nostru ,,modern”, ,,post-post-post-
modern”, ,,contemporan” de a vedea, simti, trai tragicul. Cum altfel as putea
indrazni sa urc pe scena, cand nu cunosc acest raspuns, din punctul meu de
vedere, esential?

* Masterand Facultatea de Teatru, Universitatea de Arte ,,George Enescu”, Tasi
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Bun. Tragic. Stramosul Aristotel proclama importanta conceptelor de
mild si frica — chipurile declansatoare de catharsis, sentimente marete, trairi
intense, atat pentru costumatii cu masti de pe scend, cat si pentru publicul
lihnit de foame si artd. Secole, personaje, masti, piete publice, Shakespeare,
actori, versuri, tragedie clasica, autori, cantece, comedii, melodrame, realism,
mode, regizor(i). Farsa tragica. Esteticieni, filologi, teatrologi. Idei si
concepte. George Steiner lanseazd o lucrare de referinta — Moartea
tragediei. Si cum sa nu moara, saraca (tragedia), daca noi ne-am departat atat
de mult de ea? Ne batem joc de eroi, 1i dam jos de pe inaltul piedestal al
nemuririi (scenice), 1i fortam sa-si dea duhul in reflector, le terfelim valorile.
Mai avem valori? Mai e destinul un dat, o fortd oarbd in fata careia ne
zbatem neputinciosi, maniind zeii, revoltandu-ne, cand stim deja ca batélia e
sortita esecului?

Nu. Nu mai avem valori. Avem, in schimb, o urma de constiinta.
Secolul al XX-lea aduce in prim plan zbuciumul unei fiinte nedumerite,
pierdutd intre hazard si industrializare, bulversatd de numeroasele si
neasteptatele schimbari socio-politice. Teatrul, ca oglindd fideld, aduce in
lumina rampei personaje golite de psihologie, riticite pe scend, oameni
angrenati In mecanisme inutile, care nu mai comunica, care nu mai traiesc, ci
existd pur si simplu, la intamplare. Este epoca teatrului absurdului, a
reinventarii formelor si continutului.

Se poate vorbi despre un tragic contemporan, surprins de miscarea
teatrald mai sus amintitd. Un tragic brut, vehement, pe care spectatorul
trebuie sd-1 perceapad din metafora scenicd: un tragic al Intrebarii, al
raspunsului pe care ne temem sa-1 aflam. Constiinta propriei degradari, a
esecului nostru aproape fatidic... Da, iatd ca ne Intoarcem la Antichitate. Caci
sentimentul erorii e primordial pentru fiinta autohtona.

Si totusi... mai gusta astdzi publicul tragedia? Mai putem juca, noi
actorii, textele marilor autori tragici?

Da, cu siguranta da. Montarile, insa, trebuie ,,updatate”. Si uneori
»updatarea” vine chiar din scriiturd. Este si cazul autoarei maghiare Katalin
Thuroczy, care ofera o viziune originald asupra unui text bine-cunoscut,
anume Troienele lui Euripide. Sandros, piesa de o reala forta poetica, traduce
in limbaj postmodern povestea razboiului si a femeii.

Pastrand numele personajelor, Thuroczy inchipuie viata acestora intr-
un timp actual, intr-o realitate infiorator de veridica. Afara — Razboiul. Un
razboi ce dureaza de 10 ani, fara nume, fara cauza, fara explicatii. Inauntru —
o pivnitd infectd in care sunt adunate patru femei, patru tipologii, patru
povesti.

Hecuba, vaduva lui Priam, nu mai este ca la Euripide o eroind
indurerata, care isi plange in zadar mortii, implorand indulgenta zeilor pentru
ca micar nepotul siu, fiul lui Hector, si poata supravietui caderii Troiei. In
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Sandros, ramanand figura centrald, Hecuba apare ca o batrana senila, rupta
de realitatea atroce a razboiului; este o femeie bolnava, neputincioasa, care
delireaza incontinuu, amintind de tineretea stralucitoare alaturi de iubitul
Priam... Pdna la jumatatea piesei, receptorului i se creioneazd o figurad
desemantizata a reginei, un portret usor peiorativ al eroinei cazuta, inevitabil,
in derizoriu. Insa chiar si aici, in pivnita abjecti a contemporaneititii,
Hecuba troneaza. Cand te astepti sa fie nimicita de nurorile infecte — Helena
si Andromaca -, stdpana revine la vigoarea si forta unui personaj al teatrului
antic. Stie tot, vede tot, cunoaste si anticipeaza miscarile tuturor, iar delirul e
o formd de a-gi supraveghea adeversarele. Da, in ghetoul in care traiesc,
femeile nu mai sunt legate intre ele de sange, de prietenie sau simt al
datoriei... fiecare se lupta pentru propria piele.

Personaje episodice sau prea putin exploatate in tragedia lui Euripide,
fetele Hecubei devin adevarate figuri marcante la Katalin Thuroczy.
Polyxena, care la Euripide este doar amintitd cand Hecubei i se aduce la
cunostintd moartea sa, devine pilon al actiunii la scriitoarea maghiara.
Imbatranita inainte de vreme, frustrata, singurd, Polyxena e, din punctul meu
de vedere, cea mai interesantd aparitie din piesd. Virginitatea nu mai e motiv
de mandrie, semn al puritatii morale si spirituale, ci, dimpotriva, intr-o lume
intoarsd cu susul in jos, lipsa experientei sexuale devine o corvoada. Un
pacat, un motiv de batjocura pentru cele doud surori prin aliantd — Helena si
Andromaca. Sclava a propriului eros, Polyxena infrunta umilirile tuturor din
casa, munceste zi-lumind, il ingrijeste cu dedicatie pe Astyanax, fiul
Andromacdi. E o mama devotatd, insa o mama fara copii. Nu participd la
glumele si discutiile contradictorii ce se iscd din nimic, incearca sd se
detaseze; e devotata si cuminte, pare linistitd si plicticoasd, insd, dintre toti,
ea e cea care trdieste poate cel mai acut teroarea razboiului. Un rdzboi crunt,
nevazut, care rdpune barbatii... care distruge speranta si o condamna pe biata
Polyxena la o viatd de celibatara. Frustrarea depaseste, insa, simtul datoriei,
astfel incat Polyxena se va furisa noapte de noapte in orasul asediat, unde se
va da unui inamic... prima si ultima ei dragoste; deconspiratd de tandemul
Andromaca-Helena, este batuta crunt de Hecuba si pierde pruncul pe care-l
poarta in pantec, ratdnd, astfel, ultima sansad a maternitatii.

Cassandra apare Tn Sandros asemenea unei nebune. Nespalata, tacuta si
mereu ascunsd iIntr-un colf sau sub patul mamei, le amuzad si sperie pe
locuitoarele pivnitei. Tacerile alterneaza cu pusee de clarviziune, Cassandra
fiind unica legdaturd informationald a universului mizer al ghetoului cu
exteriorul, cu lumea de dincolo. Ea este cea care prezice moartea fratelui
Hector; interesant mi s-a parut felul in care vorbeste Cassandra: dezlanat si
oratoric, interventiile ei marcand, in general, conflictele din piesd. Cand este
zgandarita, debiteazd o profetie, sub aparenta unui blestem... caci toate
vorbele 1i sunt veninoase si razbunatoare. E singurd, neinteleasd si mereu
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flaimanda. Nu relationeaza cu nimeni, in afara mamei... legaturd greu de
definit. Osciland intre urd si iubire, Cassandra ba o alind pe Hecuba, tinind-0
in brate si indulcindu-i cosmarurile, ba o injura si-o blestema.

Helena, sotia lui Paris, abandonatd in mizerie, este o caricaturd a
personajului antic... Frumusetea 1i este demult ofilita, pastreaza crampeie ale
voluptatii si farmecului de odinioara. Cam grasa, lenesd si mereu pusd pe
hartd, inunda spatiul stramt al pivnitei cu aroganta si superioritate. Nu din
iubire se afla aici, ci pentru ca a fost pacalitd printr-un joc murdar al
seductiei, pus la cale de soacra-Hecuba. Dacd la Euripide regina Troiei este
cea care-si Indeamnad nora sa se Intoarca la Menelaos, s uite de poftele carnii
si sd pund capat sangerosului razboi, la Thuroczy pare mai plauzibila
versiunea Helenei... caci, Intradevar, Hecuba e o mama degenerata, care-si
neglijeaza fetele si isi pune toate sperantele in fiii-rdzboinici. Da, frumoasa
sotie a lui Menelaos a fost aleasd de soacrd, pentru ca speranta Hecubei este
sa aiba nepoti-baieti vigurosi, iar Helena parea potrivitd. Nu s-a intdmplat,
insd, asa.

Tabloul este intregit de Andromaca, tanara nora, consoarta lui Hector.
Unita cu Helena in urd impotriva Hecubei, dispretuieste razboiul, familia in
care a fost santajatd sa intre, sotul matahalos si aspru, copilul care 1i seamana
barbatului plecat in luptd, vremea, aerul, mancarea... Cea mai nemultumita
intre nemultumite, Andromaca este, cu siguranta, o partiturd ofertanta pentru
orice tanara actritd. Caci revoltele dese si vehemente nu sunt decat strigate
ale disperarii. Desi i1 marturiseste Helenei ca nu-si poate suferi barbatul, ca 1
se pare necioplit si vulgar, iar mangaierile lui ii provoaca repulsie, cand i se
aduce vestea mortii lui suferd. Suferd cu adevarat, adanc si neimpacat;
Astyanax e un fiu nedorit, care o face sa se simta legatd de familia
infricosatoare a Hecubei. Se sperie cand Polyxena se arata prea grijulie fata
de fiul ei, simte ca vrea sa i-1 fure, devenind posesiva si geloasa.

Fata de piesa lui Euripide, Thuroczy introduce doud personaje inedite:
Penthesilea si Sandros.

Imagine a razboiului, Penthesilea e un fel de femeie-comandant,
tanard, nsa autoritard, ramane sd locuiascd in pivnita Hecubei, cdci e un
adapost ferit de bombardamente. O data cu venirea ei se stabileste 0 anume
ordine in haosul feminin al ghetoului, acutizandu-se, totodata, conflictele.
Dupa moartea sotului, Andromaca traieste un episod intens de erotism
revarsat catre Penthesilea, nuantd sugeratd doar de scriitoarea maghiara.

Sandros, personajul eponim, e un baietel de 13 ani. Singura prezenta
masculind (aldturi de sugarul Astyanax), Sandros e inocent si pervertit in
acelasi timp; se indragosteste iremediabil de Helena, careia 11 daruieste
»Suveniruri” culese de pe cdmpul de lupta, de la soldatii morti, promitandu-i
cd o va ingriji si o va iubi mereu. Se Imprieteneste cu Polyxena,
contabilizandu-i iesirile nocturne, este protejat de Andromaca si tolerat de
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Cassandra, fiind ,iertat” de hachitele Hecubei. Simbol al inocentei, al
copildriei pierdute prea devreme, Sandros este cel care aduce arme in pivnita
pentru a le apara pe femei de un eventual atac. De altfel, 1si gaseste sfarsitul
luptand pentru ele, cele care I-au hranit si ocrotit in timpul asediului.

Oglinda contemporaneitatii ~ distorsioneaza, aparent, tipologiile
personajelor antice. Mi se pare, Insd, infima schimbarea. Razboiul a ramas la
fel de stupid si inutil ca in Antichitate. Ajunge sd nu mai aibd nume, s i se
uite cauza; oamenii suferd de 2000 mii de ani, femeile riman singure acasa,
cu copiii... Sigur, la Thuroczy, femeile apar conturate prin prisma
psihanalizei freudiene. Isterice si angoasate, au fiecare izbucniri aproape
hormonale, starnind mini-razboaie paroxistice pornind de la cele mai banale
accidente. In centru troneaza imaginea Hecubei — mama. Doarme,
lancezeste, dar e mereu informatd. Ascunde sub pat o comoara de vechituri —
cutii de carton, valize (vagi accente beckettiene), iar episoadele de delir
contrabalanseaza puseele tiranice ale unei batrane neimplinite. Fiicele sale,
doud degenerate: Polyxena e tinutd sub papuc, inabusindu-si dorintele
sexuale si neimplinirea materna, in timp ce Cassandra aduce aminte de o
victimd a unui viol. Apoi nurorile: Helena, o diva in dizgratie — cu carnea
flescaita, etalandu-si farmecele in fata lui Sandros — isi gaseste alinarea in
mancare. Se indoapa cu cartofi si ciocolatd si planuieste, maret, sd-si ucida
soacra in somn. Andromaca — frustrarea in persoand. Mama prea tanara,
singurd, pardsitd in ghetoul infect al Hecubei. Sufocata de bebelus,
neimplinitd din punct de vedere sexual, isi revarsa frustrdrile asupra
Penthesileei, de care se agatd ca de ultima iubire. Poate fi, in fond, o
incercare disperatd de a-l recupera pe cel iubit, cdci autoritatea femeii-
comandant, asprimea acesteia, 1i aduc aminte automat de brutalul Hector, cel
care a obsnuit-o cu mangdieri stdngace si repezite. Sau, dimpotriva, poate fi
ceea ce psihologul Jacques Andre numeste ,,nebunie minuscula” — nevoia de
identificare a sinelui prin celdlalt, in acest caz, prin cealalta, complex joc al
regasirii si cautdrii. Sub masca feminitatii, Andromaca poate ascunde, In
acest sens, adevdarata sa identitate — cea masculina, fiind, in fond, o femeie
degizata in... ,,femeie”. Tot din perspectiva clinic-psihologica poate fi privita
si relatia Andromacai cu pruncul sdu: il neglijeaza pentru cd e 0 mama rea
sau, dimpotriva, pentru cd nu vrea sa-si reverse asupra fiului, prin tandrete
exageratd, frustrarile pur sexuale? (asa cum face, spre exemplu, Polyxena...).
Desigur, discutiile pot fi aplicate, in cazul fiecdrui personaj. Caci la
Thuroczy personajele antice castigd mult prin psihologizare.

Prin urmare... cum mai intelegem astdzi tragicul? As indrazni sd spun
ca ne cutremurd in mai mare masura relatiile pe care le percepem pe scena si
mai putin povestile. Caci avem nevoia sd ne identificim cu omul care respira
si se zbuciuma in lumina reflectorului. Empatizam in ale suferintei cu actorii.
Si ne inspaimantd constinta — amenintatoare, treazd, mereu la panda sa ne
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pedepseasca atunci cand calcam stramb. Ne avertizeaza mereu ca urmeaza
un esec. Ca totul e zadarnic. Ca trece timpul fard sa-1 putem opri sau, si mai
rau, fard sa-1 putem intelege. Fara sa intelegem. Sau sa ne intelegem. Lipsa
comunicarii. Angoasa. Neantul. Toate, reunite sub metafora imaginii scenice,
creeaza — din punctul meu de vedere — tragedia contemporana. Da, nu mai
avem eroi astizi. Insd oamenii care calci pe sceni triiesc, poate, mai viu si
mai crunt zadarnicia clipei.

,»Sandros: s-a terminat deci / n-am fost copil /
nici adult n-am apucat sa fiu / cine stie de ce am trdit si de ce am murit
/ poate voi / dumnezeu sa fie / milostiv / fata de toata lumea

Cortina”

Bibliografie:
e Andre, Jacques — Nebunii minuscule urmata de Nebunii ucigase, ed.
Fundatia Generatia, Bucuresti, 2010;
e Euripide - Troienele, vol. Teatru complet, ed. Gunivas-Arc,
Chisinau, 2005;
e Thuroczy, Katalin — Sandros, vol. Anotimpul V, ed. Unitext,
Bucuresti, 2006 ;



COLOCVII TEATRALE

PAGINI DIN STAGIUNE



COLOCVII TEATRALE



COLOCVII TEATRALE

Petrica, mesterul fara varsta
Florin FAIFER®

Rezumat: Textul contureazd un portret-la-aniversare al actorului iesean
Petru Ciubotaru, societar al Teatrului National ,,Vasile Alecsandri” din lasi, a
carui carierd plind de succes se desfasoard de cinci decenii. Povestitor
Tnzestrat, maestrul ar trebui sd se decidd si scrie o carte de amintiri din
teatru.

Cuvinte cheie: Petru Ciubotaru, actor, aniversare, carierd teatrala.

in 2013, la Gala Premiilor UNITER, alaturi de Ion Caramitru, presedintele UNITER,

Toatd lumea 1i spune Petrica si, intr-adevar, alintul i se potriveste,
chiar si acum cand e ditamai (sau, daca suna mai respectuos, un ilustru)
societar al Nationalului iesean. Varsta lui este cea a tineretii, chiar si atunci
cand 1isi ingroasa vocea sau cand poarta barba de voievod. Robust, umpland
scena cu energia lui, jucdus foc, sugubdt ca un personaj din Ion Creanga,
uneori cuprins de ganduri — si mereu tanar.

* Profesor universitar doctor la Facultatea de Teatru, Universitatea de Arte ,,George Enescu”,
lasi

87



COLOCVII TEATRALE

Primul rol in care mi-l amintesc, de altfel, era acela al unui
adolescent, Jeff, din Jocul de-a vacanta de Mihail Sebastian. Un fratane al
meu, daca pot spune, la fel de dotat pentru obiectul de spaima, matematica.
Téaram inaccesibil mintii mele, pand Intr-atdt incdt mos Andreescu,
incruntatul nostru dascal, mustacios si sprancenat, imi articulase in catalog
un exasperat ,,h.n.” (adica, ,,habar n-are!”). La fel si Jeff, saracul, presupun...

Anii au trecut, rolurile au inceput sa se adune in creatia lui Petru
Ciubotaru. Nu mari, la inceput, dar multisoare, slavda Domnului, si lucrate cu sart,
in asa fel Incat sa le {ii minte. De la Soferul, sa spunem, din cutare piesa, Ofiterul,
Chelnerul, Grenadierul, Crainicul, pand la ... Dumnezeu. Apoi, Bufonul (din A
12-a noapte de Shakespeare), Actorul (din Azilul de noapte de Maxim Gorki),
Paznicul (din Vanatoarea de fantome de lon Baiesu) si alte si alte intruchipari in
piese de Aristofan, Moliere, Goldoni, Cehov, Strindberg, Ibsen, Mrozek, Eduardo
de Filippo (Filumena Marturano), Marivaux (Arlechin, din Jocul dragostei si al
intamplarii), Alecsandri (experimentand voluptatile travestiului in Chirita),
Caragiale, Kiritescu, Nelu Ionescu (ce serie formidabila a avut spectacolul Cum s-
a facut de-a ramas Catinca fata batrana, cu o partenera ca Despina Marcu), lon
Druta, Matei Visniec (Angajare de clovn), Gheorghe Popescu din Gheorghe
Popescu de Costel Popa... Si inca... si inca. Trahanache, din O scrisoare
pierdutd, Stefan cel Mare (din Apus de soare de B. Delavrancea), jucat in
tonalitatea unei piese ce nu intra in canonul traditional. Si sa nu trec cu vederea
creatia, o creatie care il distinge, din Palaria florentina de Labiche, in cuplu cu
Pusa Darie, regia purtdnd semnatura lui Silviu Purcérete. Ironie, autoironie,
expresivitate a migcarii subtil sarjate. Jos... palaria!

Intreaga lume e o scend...” — e crezul artistului iesean. Si scena
insasi e o lume, prin care isi poartd pasii Petru Ciubotaru, cu umorul lui
mustos, cu vivacitatea-i debordanti, cu jocul lui impatimit... 1l simti inca din
culise ca va zbucni in lumina rampei. Si, odata ajuns pe magicul podium, il
urmaresti cu privirea si-ti pare rau cand iese din scena. E privilegiul artistului
carismatic, a cdrui amprenta nu dispare cu una, cu doua.

Se spune ca actorii ar vrea sd moara pe scend — aici ¢ lumea si destinul
lor. Unii chiar s-au stins sub ochii spectatorilor. Dar, altfel, pe ,,scandura”, ei dau
viata. O viata care nu-si pierde usor fosforescenta... Atata doar ca si ea are un
sfarsit. Simt o strangere de inimd gandindu-ma la maestrii care nu mai sunt:
Margareta Baciu, Anny Braesky, Gica Popovici, Miluta Gheorghiu, Ion Lascar,
Stefan Dancinescu, Neculai Subd, Remus Ionascu, Constantin Cadeschi. Nici nu
i-am pomenit pe cei plecati la Bucuresti, 0 multime, multi de soi. Mai sunt si
altii, care n-au avut parte de sansa. Cati si-l mai amintesc pe Alexandru Blehan,
un comic de un har comparabil cu acela al lui Birlic? Sau pe modelatorul de
roluri mici Constantin Protopopescu. Si altii. .. si altii...

S-au dus, s-au retras si in locul lor prindeau sa straluceasca — i ingirui
asa cum imi vin In minte — Virginica Balanescu, Dan Nasta, Teofil Valcu, Virgil
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si Virginia Raiciu, Adrian Tuca, Adina Popa, George Macovei, Florin Mircea,
Costel Popa, Dionisie Vitcu, Gilda Marinescu, Mihaela Arsenescu, Emil
Coseru. Si, mereu impreund cu ei, Petrica Ciubotaru. Petrica — altfel cum?
Purtatorul unei traditii, o traditie teatrald, facand legdtura, o trainicd legatura,
intre ieri §i azi.

Multe ar fi de spus despre personajele interpretate din anii *60 si pana
acum de nazdravanul din Ciurea indragostit de arta scenei. O vom face poate
candva. Cand? Atunci cand, raspunzand unei provocari pe care i-am aruncat-
o, ¢l 1si va asterne pe coli veline amintirile din viata de actor. Am credinta ca
vor fi o revelatie. Petrica al nostru, cand se apuca sa povesteasca despre cele
care au fost, isi dezvaluie o inzestrare, o reala inzestrare de memorialist. Cu
prospetime, cu un verb evocator, plin de culori, el reinvie personagii si
creatii de altcandva. Ani de ghidusii, ani de impliniri... Anii copilariei
petrecute in preajma Teatrului National, care il ademenea ca 1intr-0
predestinare, anii de initiere in tainele teatrului, anii creatiilor infaptuite pe
scena ieseand, de mai demult si... pana cine stie cand. Va fi i aceasta carte o
premiera!

Nota: Tn cadrul a celei de-a XXIl-a editii a Galei Premiilor UNITER
din 2014, actorul Teatrului National ,,Vasile Alecsandri” din lasi, Petru
Ciubotaru, a primit Premiul pentru intreaga carierd. Echipa ,,Colocvii

teatrale™ isi face o datorie de onoare din a spune: ,, Va mulfumim Maestre
pentru povestea despre TINERETE FARA BATRANETE SI TEATRU FARA
DE MOARTE.”
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Un spectacol confesiune

Anca CIOBOTARU®

Rezumat: Sala Studio si Centrul de Cercetare ,,Arta Teatrului — Studiu si
Creatie” au devenit gazdele unui spectacol — confesiune, iar proiectul
Dialogului intre generatii si-a implinit menirea aducand in mijlocul
studentilor Facultatii iesene de Teatru doi invingatori ai luptei cu sensurile
comune — ale cuvintelor, ale vietii, ale scenei.

Fall nu e un spectacol despre cadere ci despre cautare si innaltare.
Emanuel Florentin nu este un actor care a cazut ci unul care se cautd, se
reconstruieste si se innaltd; profitand de titlu, il putem numi high-fleyer.
Fiecare secventa este introdusa printr-0 succesiune cuvinte cheie menite sd te
ajute sa Intelegi radacinile visului; printre ele isi fac loc numele maestrilor n
umbra cdrora pare cd se retrage; in fapt, le aduce un omagiu. Din miscari si
rostiri isi deseneaza arborele genealogiei artistice: saltimbancul, Charlot,
Decroux, Marceaux sau trupa Mummenschantz. Astfel, Emanuel Florentin
devine o ramura a unui copac magic — al vietii teatrului nonverbal.

Cuvinte cheie: teatru, nonverbal, pantomima, Charlot, comunicare.

* Conferentiar universitar doctor abilitat la Facultatea de Teatru, Universitatea de Arte
,George Enescu” din lasi, autoare a numeroase articole si studii de specialitate, actor
papusar
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Chiar daca fiecare spectacol vorbeste, intr-un anume fel, despre cei
implicati in realizarea sa, postmodernismul se remarca printr-0 accentuare a
detasdrii emotionale. Regizorii reprezinta intr-o lume de imagini viata asa
cum o percep ei si nu se sfiesc sa transforme actorul Tntr-un instrument sau o
piesa a acelui puzzle animat. Experimentul si elementul surprizd vizeaza
captarea publicului ntr-o comunicare, adesea fractionata. Polemicile se
succed ntr-un ritm ametitor: cata emotie si cata luciditate? Cata poveste si
cata non-comunicare? Cine poate stabili reteta perfecta? Si totusi spectatorul,
indiferent de varstd sau statut socio-profesional, are nevoie de poveste si
emotie. Atunci cand intilneste un artist sau o echipd gata sa 1si spund
povestea, devine receptiv, acceptand sa intre in joc si sa rasplateasca efortul
cu propriul consum emotional. Dincolo de tehnici, cuvinte sau teorii, teatrul
ramane o artd a comunicarii metaforice. Semnul teatral, oricat de criptic, se
intrupeaza din nelinistea actorului; descifrarea sa necesita implicare.

Fall'® nu e un spectacol despre cidere ci despre ciutare si inniltare.
Emanuel Florentin nu este un actor care a cazut ci unul care se cautd, se
reconstruieste si se innaltd; profitand de titlu, il putem numi high-fleyer.
Vazand spectacolul mi-am amintit de Henrich von Kleist si m-am gandit ca
si actorii (nu doar marionetele) pot fi asemeni zanelor: au nevoie de sol doar
pentru a se inndlta. Trama se intrupeaza din fum, lumini, umbre, gesturi,
ritmuri si confesiune. Confesiune sau — poate - o invitatie la a reflecta la
destinul actorului, nepasare (ca stare simptomaticd a lumii contemporane)
disperare, neputintd si izbanda, pretul cu care societatea e dispusa sa il
plateasca actorului. Si totusi ... confesiune. Fiecare secventd este introdusa
printr-o succesiune cuvinte cheie menite sa te ajute sd intelegi radacinile
visului: ,.energie, brat, picioare, energie, mascd, brat, picioare, clovn.”
Printre ele isi fac loc numele maestrilor in umbra cérora pare ca se retrage; in
fapt, le aduce un omagiu. Din miscari si rostiri isi deseneaza arborele
genealogiei artistice: saltimbancul, Charlot, Decroux, Marceaux sau trupa
Mummenschantz. Astfel, Emanuel Florentin devine o ramurd a unui copac
magic — al vietii teatrului nonverbal. In fapt, apropierea de tehnicile specifice
acestora are la bazd o cercetare doctorala finalizatd deja; o teza in care
proiectele teatrale — cu multi clovni, povestea lui Charlot si nelinistea
mimului — capatau sensuri profunde, prevestind, totodata, cd ectapele
urmatoare ale célatoriei profesionale vor urma aceeasi cale.

193 Fall — spectacol nonverbal, regia, scenariul sl coregrafia Alice-loana Sfaiter; premiera a
avut loc la 10 februarie 2014, Sala ,,Studio” a Facultatii de Teatru — Universitatea de Arte
»George Enescu” lasi
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Péapusa sau papusar? Destin sau vointd? Un salt printre stele sau in
gol? Cautam raspunsul printre cuvinte: ,,...bazinet, perfuzie, picioare, durere,
[.T.M., indiferenta ...”.

Dincolo de cuvinte suntem invitati s patrundem intr-un laborator al
vindecarii, eliberdrii si regdsirii metaforice. Poezia si emotia sunt topite si
reconvertite In miscarile mimului. Ritm, grimasd, alb si negru. O lume
efemera prin care actorul isi cauta identitatea. Ganduri, sentimente, tehnica si
instinct teatral sunt bine amestecate si transformate in expresivitate scenica;
glezna, poigne-ul, trunchiul, privirea surprind nelinistile interioare si le trimit
publicului. Lacrima si surds, energie si masca, cuvant si ticere - contrastele
succesive sustin tensiunea dramatica

Cu mobilitate si spontaneitate se strecoara printre cuvinte si
semntimente. Cu valiza alba incarcatd de personaje, trece prin viata
spectatorilor lasandu-le crampeie din jurnalul scris, mai ales, fara cuvinte.
Zborul capdtd rezonante sonore; poti auzi aripa fluturelui si zgomotul surd al
trupului prabusit. Strigatul disperat isi gaseste mutenia si se prabuseste, greu,
inlauntru.
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Alb, negru, rosu ... Finalul e greu de anticipat. Si totusi e simplu si
firesc: ,,Punct si de la capat...!” O bucla, nu un cerc. O ascensiune catre sine,
posibilda prin prezenta in umbrd a celei ce semneaza regia, scenariul,
coregrafia si ideea scenografica: Alice Ioana Sfaiter. Impreuna au marcat un
nou inceput al vietii lor — artistice si personale, pentru ca, dincolo de imagini
si acutiuni scenice, cei doi ne-au daruit povestea lor si o lectie de viata.

Sala Studio si Centrul de Cercetare ,,Arta Teatrului — Studiu si
Creatie” au devenit gazdele unui spectacol — confesiune, iar proiectul
Dialogului intre generatii si-a Tmplinit menirea aducand Tn mijlocul
studentilor Facultatii iesene de Teatru doi invingatori ai luptei cu sensurile
comune — ale cuvintelor, ale vietii, ale scenei.
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Orfeu — un exercitiu spectacologic modern

Rezumat: Christoph Willibald Gluck, secondat de libretistul Rainieri de’
Calzabigi, realizeaza cu Orfeu si Euridice, opera in trei acte, un adevarat tur
de fortd al iubirii disperate, lipsite de sperantd. Personajul central, Orfeu,
consacrat de mitologia greaca drept cel mai iscusit rapsod al lumii, consuma
stari de o intensitate dramatica greu de exprimat in cuvinte. Succesiunea de
arii, pasaje corale si dansuri este strabdtutd de un fior tragic ce impune
restrictii in plan interpretativ si regizoral. Aceste aspecte au provocat
imaginatia unei echipe interdisciplinare ce a reunit cadre didactice de la
Facultatile de Teatru, Muzica si Arte vizuale. Impactul acestui exercitiu
spectacologic a fost exprimat in trei puncte de vedere.

Cuvinte cheie: mitologie, spectacol de opera, exercitiu spectacologic, Otfeu,
Christoph Willibald Gluck.

© nicu cherciu
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Punctul unu
Octavian JIGHIRGIU®

Atunci cand cuvantul ia forma cantului, el devine mai sarac in miza
semanticd, in esenta sa? Este Intrebarea de la care am pornit cautdrile
artistice pentru proiectul ,,Orfeu si Euridice”, opera compusa de de Cristoph
Willibald Gluck, pe un libret de Rainieri de’ Calzabigi. Cand a venit
propunerea montarii acestei opere, din partea doamnelor profesoare Aurelia
Simion si Consuela Radu-Taga, m-am simtit provocat ca regizor, intr-un
mod cu totul si cu totul diferit decat pand in acel moment. Aceastd operd
clasica care-mi vorbea despre iubire, pret de doua ore, ascultand-0 pe un cd,
imediat dupa ce am primit tema de lucru, parea sa fie acel ,,armasar imposibil
de imblanzit”. Incercam mental si construiesc in imagini lumea lui Orfeu,
artistul devorat de dragostea fara sperantd. Muzica devoala treptat protestul
invaluit de lirism, parabola iubirii imposibile, paradoxul cruzimii zeilor.

Apologie a suferintei, probabil una dintre putinele creatii ale genului
de opera care debuteaza tragic, ,,Orfeu si Euridice” avea sa-mi dea suficiente
insomnii. Criza de creatie a luat sfarsit atunci cand, ascultdnd pentru a nu stiu
cata oard muzica, am realizat ca limbajul teatral si limbajul muzicii pot si
trebuie sa fie ingemanate in forme de expresie inedite. Acela a fost
momentul in care am inteles ca spectacolul trebuia sa-si dea jos haina
indoliata, propusa de libret si, sub pretextul unei contemporaneizari in care
lipsa compasiunii Intre semeni a generat mutatii in umanitate, sa-si croiasca
propriul traseu ideatic prin substanta operei lui Gluck.

© nicu cherciu

* Conferentiar universitar doctor la Facultatea de Teatru, Universitatea ,,George Enescu” din
Tasi
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Astfel, s-a concretizat treptat un spectacol coerent si logic din punct de
vedere epic, cu o simbolisticd alternidnd intre realism si poezie, intre drama si
un comic Tmpins uneori spre grotesc. Croindu-si traseu din lumea celor vii,
spre lumea tenebrelor, Orfeu va avea de infruntat demoniada infernului, n
incercarea disperatd a-si revedea iubita. Furiile, geniile raului exerseaza la
contactul cu eroul un tip de teroare impusa de canoanele clasice. Dand gres,
,»Slujbasii” mortii isi revizuiesc atitudinea, devenind clovnii macabri ai unei
sarabande hilare. Orfeu va parcurge drumul spre (ne)fiinta iubita, traseul de
la agonie la extaz, invingdndu-si teama si deznadejdea. Lira sa ii va fi tovaras
de calatorie si sprijin in depasirea obstacolelor.

Disperarea, expresia tragicd provenitd din directa descendentd a
tipologiilor, conflictelor si situatiilor din teatrul antic, ia in acest spectacol o
forma adaptata intelegerii omului modern. De altfel, ansamblul elementelor
Tnglobate sincretic in discursul spectacologic: muzica, arta actoriceasca,
plastica corporald si dansul, si-au castigat notorietatea inca din evul de
inceput al artei: ,,Muzica si dansul au jucat in teatrul grec un rol de prima
importantd, in special muzica, prin vesmantul melodic pe care l-a dat
anumitor parti din tragedie. (...) Elementul melodic nu este o inovatie adusa
de spectacolul teatral, ci apartine vechii traditii sacrificale a misterelor
dionisiace, de unde a fost preluat in noua structurare dramatica.”'* Aceste
randuri nu au darul de a anula n contextul anterior importanta compozitiei
muzicale, ci tocmai de a potenta necesitatea acesteia in imprimarea fortei
expresiei dramatice. Evident, trebuie precizata totala autonomie pe care si-a
dovedit-o ulterior forma artistica derivata din acest ansamblu: opera.

Revenind la spectacol, ceea ce e cu adevarat profund in el este
capacitatea personajelor de a naviga dezinvolt 1intre ,maruntisurile”
ontologice, precum flirtul, sau joaca si marile angoase ce provoacd mereu
congtiinta la dedublare. Lumea reala din spectacolul ,,Orfeu si Euridice” este
uneori abandonatd de ,,chiriagii” ei, intr-un fel de evadare catre o lume
oniricd. Am imaginat aceasta trecere repetatd de la un univers la altul, de la
un context la altul, intr-un mod cat mai firesc, fara fracturi de logica, sau
fortari ale ontologicului, bazdndu-md pe capacitatea de disimulare a
interpretilor si pe complicitatea unei scheme de lumini adecvate. Cheia de
joc actoricesc, osciland intre realism psihologic si grotesc, a fost fermentul
ludic ce a reactivat inocenta pierduta in copildrie a interpretilor. Joaca lor
imprevizibila a subliniat totodatd rolul hazardului, in derularea povestii.

194 vito Pandolfi, Istoria teatrului universal, Editura Meridiane — Biblioteca de art,

Bucuresti, 1971, pp. 54-56
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© nicu cherciu

Firul epic se concentreazd pe traictoria personajului central, Orfeu, dar si a
personajului colectiv si a celorlalte doud personaje: Euridice si Amore. Toti
interpretii pulseaza deseori intr-o energie comund, pentru ca In secunda
urmatoare fiecare dintre ei sd 1si urmeze propriul traseu de emotii si
preocupari, particularizandu-se.

Spectacolul pune 1in relatie directd termeni antagonici precum
derizoriu si inaltator, succesiunea acestora fiind una nefortata, naturald. De
la a face parte dintr-un cortegiu funerar, pana la a calari, dansa, sau trage cu
pusca, distanta poate fi surprinzator de mica: inchizi ochii, declansezi un
gand, si... se rezolva. Este procedeul stanislavskian prin care orice actor
ajunge sa intre 1n pielea personajului interpretat.

Un ,,acces” de bunatate al unei zeitati, Amore, prefateaza finalul
fericit al operei si, implicit, al spectacolului. Daca povestea incepe cu plansul
sfasietor al lui Orfeu, care tocmai afla de moartea Euridicei, aceasta va fi, in
final, readusa in lumea celor vii de catre zeu. Sfarsitul pozitiv este, In acest
caz, impus de morala secolului al XVIll-lea care nu permitea ca virtutea sa
nu fie recompensatd. Este relansata speranta vietii. Din cerul de unde
oamenilor le este ,livrat” sfarsitul, le vine acum si izbavirea. Intre cele doua
entitati — umanitate si divinitate — s-a stabilit un raport de echilibru
provizoriu. Un alt raport contrastant se instaureaza si intre Eros si Thanatos,
prin punerea permanenta fatd in fatd a personajelor Amore si Moartea.
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© nicu cherciu

Am lucrat foarte mult cu distributia acestui spectacol. Din amplul
tablou uman al corului, care, lasind deoparte orgoliul individualizarii, S-a
transformat intr-o echipa omogena, au rezultat imagini scenice de mare
impact, prin momente perfect sincronizate de actiune. Solistii au raspuns, de
asemenea, imediat la cerintele impuse de regie.

Poate parea ciudat, dar cred cu tirie si o pot si demonstra, ca
spectacolul de teatru sau operd nu poate avea o viatd coerentd daca nu
contine in structura sa raporturi matematice. Legdtura dintre matematica si
arta este, de altfel, una extrem de stransa: ,,... prezenta numerelor in natura si
in viatd se regaseste reflectatd si in artd, impunandu-se, constient sau nu, in
chiar structura operei. (...) ...aceste date numerice naturale si proportii
modulare In care este angajatd viata umana, animald sau vegetald constituie
in lumea artei un fel de ratiune cosmica, o armonie vitala intre opera de arta
si ansamblul realitatii ce o inconjoaré.”105 Fara aceastd rigoare matematica
un spectacol nu are sanse de reusitd. Dacd compunerea muzicii urmeaza
indubitabil acest traseu, calcularea exactd a mecanismului de miscare, gestica
si mimicd, dublate evident de simtirea interpretilor a devenit, in cazul
spectacolului ,,Orfeu si Euridice”, cheia de implinire a creatiei artistice.

Atentia mea s-a concentrat in egald masura pe expresivitatea jocului
actoricesc, pe calitatea interpretarii vocale, pe conturarea caracterelor, pe
dinamica imagisticd si simbolistica a fiecirei situatii scenice. In poetica pe

195 Victor Ernest Masek, Arta si matematica, Editura Politicd, Bucuresti, 1972, p. 25
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care am propus-o in acest spectacol, o tresarire suplineste agitatia impusa de
groaza, iar un gest poate tine locul unei fraze. Am pariat totul pe iscusinta
actorilor-solisti de pe scend. lar ei au castigat pariul si in numele meu.
Distributia cu care am lucrat la acest proiect m-a sedus prin dezinvoltura si
naturalete, prin claritatea gesticii si a expresiei corporale, printr-0 vitalitate
scenica debordantd, prin realele calitati vocale. Femei sensibile si furtunoase,
personalitati puternice si, totodatd, duioase, alaturi de barbati expresivi si
temperamentali, osciland intre ezitare si agresivitate, mi-au populat
microuniversul imaginat de mine in spectacol. Le-am cerut interpretilor
asumare, relatii juste si adevar. A rezultat un intreg bine legat, agresiv si
bland, grav si comic, in egala masurd, plasandu-se sub registrul subtilitatii si
al rafinamentului.

Plonjeul in subconstient, in acel plan al imaginarului care izbdveste
sau distruge iremediabil, a constituit pentru mine ca regizor, contrapunctul
necesar constructiei spectacologice. Stabilind de la bun inceput o relatie
stranie cu libretul, dar mai ales, cu muzica, duioasa, nervoasd, armonioasa si
ametitoare, pe alocuri cadentatd, sau marcatd de lirism, am fost condus de
propria-mi intuitie spre finalitate. Spectacolul, o dovedesc feedback-urile de
dupd premiera consumatd in aula Bibliotecii Centrale Universitare din lasi,
este 0 panorama a expresivitatii corpului uman in relatia cu spatiul, cu
muzica, cu masca, cu costumul si nu in ultimul rand cu spectatorii.

Experimentul ,,Orfeu si Euridice” are curajul, alaturi de alte
productii, sa redimensioneze expresia spectacolului de opera. E un act de
desfiintare si reconstructie ce implicad niste riscuri. Dar asa cum arata Jerzy
Grotowski n a sa expunere de principii estetice: ,,Un act de creatie nu are
nimic de a face nici cu confortul exterior, nici cu politetea umana
conven!;ionalét.”106

Ca si in cazul altor productii regizate, am avut si aici sansa sa verific
o serie de factori concreti de determinare a unui discurs scenic coerent. In
lucrul cu studentii fac permanente evaluari ale mecanismului de joc,
imprimandu-mi aceasta forma analitica de abordare a artei scenice, ca pe 0
,deformare profesionald”. Si sunt mai tentat sa adancesc acest mod particular
de studiu atunci cand miza e importantd. lar in cazul proiectului ,,Orfeu si
Euridice”, miza a fost una speciald. Pana la finalul repetitiilor nu m-a parasit
senzatia ca situatiile scenice vorbesc despre mult mai multe lucruri decat
despre acea poveste de iubire deznaddjduita. Abia atunci cand spectacolul a
intrat in proba de foc a reprezentarii la public, am primit pe de-a-ntregul
raspunsul la intrebarea cu care au debutat aceste randuri: atunci cand
cuvantul ia forma cantului, el castigd acea neutralitate care-i permite sa
redevina ,,el”, sau orice altceva.

106 Jerzy Grotowski, Spre un teatru sarac, Editura UNITEXT, Bucuresti, 1998, p. 136
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Nu 1n ultimul rand, am avut placerea sd observ cum interpretii castiga
in expresivitate, pe plan fizic si gestual, cu fiecare noud repetitiie. ,,intr-o
perioada in care, in toate domeniile stiintei, cautdm sd ne cunoastem mai
bine, cum sd nu fii frapat de ignoranta in care incd ne gdsim in ceea ce
priveste propriul corp, intreg orgasnismul, din punct de vedere estetic?”%’
Actorii-solisti din acest spectacol au facut pasul inainte, reevaluandu-se si
din aceasta perspectiva.

Chiar daca proiectul a avut aerul unui demers experimental, prin el
am reusit sd gandesc si sd creez esentializat. Elemente de antiteza ca
indignarea si stupefactia, revolta si tdcerea, bucuria si durerea, coexistand
formal sau structural in spectacol, m-au intovarasit pe parcursul repetitiilor,
ca niste prieteni de nadejde. ,,Orfeu si Euridice” este un spectacol despre om
si capacitdtile lui paradoxale, incredibile, de a depasi orice obstacol.

Participarea la Festivalul ,,Viva Vox” din Cluj-Napoca, a Thsemnat
atat pentru studenti, cat si pentru noi profesorii coordonatori, o certificare a
faptului ca produsele scolii vocationale iesene, sunt apreciate si recunoscute
de specialistii si publicul din tara.

Universitatea de Arte ,,G. Enescu” lasi - participare la Festivalul ,,Viva Vox”, Cluj-
Napoca, editia a IV-a, 5-12 mai 2014, cu spectacolul

»Orfeu si Euridice”

opera de Cristoph Willibald Gluck

pe un libret de Rainieri de’ Calzabigi

Dirijor: Consuela Radu-Taga

Regia: Octavian Jighirgiu

Pian: Aurelia Simion

Flaut: Paula Mina

Costumele: Sarah Ambrozie, Ionut Ciocan, Radu Nistor, Aurel Asanache,
Dan Balan, Bogdan Mihaila

Luminile: Gheorghe Albianu

Distributia:

Orfeu — Noemi Karacsony (mezzosoprana)
Euridice — Manuela Ipate (soprana)
Amore — Daniela Goria (soprand)

Corul - Catalina Nanu (soprana)

197 Adolphe Appia, Opera de artd vie — cap. Marele necunoscut i experienta frumuseii,
Editura UNITEXT, Bucuresti, 2000, p. 85
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- Cristina Simion (soprana)

- Madalina Teodorescu (mezzosoprand)
- Elena Baiceanu (mezzosoprand)

- Andreea Popescu (mezzosoprana)

- Gabriel Doru (tenor)

- Cristian Butnaru (tenor)

- Robert Buzila (bas)

- lonut Copacel (bas)
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Punctul doi

Aurelia SIMION®

Cunoscut 1n istoria muzicii ca un important reformator al operei,
compozitorul austriac Christoph Willibald Gluck a deschis prin creatia sa, la
mijlocul secolului al XVIlI-lea, un drum larg teatrului liric spre un nou stil,
spre o conceptie moderna ce se vor regasi peste ani in drama muzicala
romantici. In acest context, opera Orfeu este un veritabil exemplu de
integrare a muzicii in adevarul dramatic, prin ariile de o simplitate si o
maretie nobila incredintate personajelor principale, prin redarea rolului
traditional al corului in desfasurarea dramaturgiei scenice, dar si al
orchestrei, al carui comentariu este pus mereu in slujba relieférii ideilor
poetice.

Se cunosc doud versiuni ale operei mentionate: prima versiune, pe
libretul italianului Raniero da Calzabigi, a carei premiera a avut loc in anul
1762, in ziua de 5 octombrie, la Viena, cea de-a doua versiune, in limba
franceza, pe libretul lui Pierre-Louis Moline, care a avut loc la Paris in seara
zilei de 2 august 1774, cu unele modificari in conceptia de creatie. Astfel, in
cea de a doua versiune, rolul lui Orfeu, gandit initial pentru voce de castrat, a
fost transpus pentru tenor, iar finalul operei — tragic in versiunea italiana — a
fost modificat in sens optimist, prin induplecarea zeilor si revenirea la viata a
Euridicei. Noua viziune a deznodamantului a facut loc si unei alte concesii,
Gluck fiind nevoit sa compuna pentru final muzica unui grandios balet, fapt
ce a contribuit, desigur, conform gustului publicului parizian, la marele
succes al reprezentatiei din seara zilei de 2 august 1774. De mentionat faptul
ca, in timp, rolul lui Orfeu a fost atribuit vocii de mezzosoprana.

In data de 2 iulie 2014 se vor implini 300 de ani de la nasterea
compozitorului Christoph Willibald Gluck, fapt care a determinat, ntr-o
oarecare masura, alegerea operei Orfeu pentru a fi prezentata la Festivalul
Operei Studentesti Viva-Vox de la Cluj. Totodata, am dorit de a demonstra,
prin acest proiect, avantajul pe care 1l are Universitatea de Arte ,,George
Enescu™, singura din Romania, care reuneste cele trei domenii al artelor:
muzicd, teatru si arte plastice. In acest context de la ,,Muzicad” au participat
studenti si profesori ai clasei de operd din cadrul Departamentului
Instrumente de suflat-percutie si Canto al Facultatii de Interpretare,
Compozitie si Studii muzicale teoretice, ,, Teatrul” a fost reprezentat de
regizorul operei i realizatoarea costumelor, iar studentii de la ,,Arte

* Profesor universitar doctor la Universitatea de Arte ,,George Enescu” din Iasi, Facultatea
de Muzica
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plastice”, sectia Design grafic, si-au adus contributia prin confectionarea
recuzitei, a afigelor, a schitelor si a conceperii costumelor.

Opera a fost regina-a festivalului din Cluj,
Reunind solisti, maestri, impresari §i invitati.
Feeria muzicii eterne a

Explodat de voci superbe si

Uimitoare ale celor aclamati.

© nicu cherciu
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Punctul trei

Consuela RADU-TAGA®

A patra editie a Festivalului studentesc de opera Viva Vox, desfasurat
la Academia de Muzica Gheorghe Dima din Cluj, a insemnat a patra
participare a ansamblului clasei de operd a universititii noastre. In anul in
care se implinesc 300 de ani de la nasterea compozitorului Christoph
Willibald Gluck, interpretii ieseni au completat tabloul manifestarilor
artistice prin reprezentarea operei Orpheus, una dintre cele mai importante
lucrari de gen ale perioadei clasice. Colaborarea apropiatd a compozitorului
cu libretistul Ranieri de Calzabigi, eroul mai putin cunoscut din spatele
operei, a presupus valorificarea vechii legende a lui Orfeu, poveste ce a
dominat tematica spectacolului liric la inceputurile sale. Reprezentatia de pe
8 mai, din sala Studio, a readus in atentie Ingemanarea dintre muzica, cuvant
si artele plastice, la punerea in scena a acestui spectacol conlucrand toate
cele trei facultati ale UAGE: muzica, teatrul si artele vizuale.

Personal am cautat sa pun cat mai bine in valoare potentialul vocal al
studentilor de la sectia canto si sd redau frumusetea muzicii ce amplifica
emotiile si sentimentele transmise prin cuvinte, abordand o partiturd mai
putin cantata pe scenele romanesti. De-a lungul celor 90 de minute, toate cele
trei acte s-au jucat fara pauza. Pentru aceastid configuratie s-a renuntat la
unele momente de balet si s-au operat cateva salturi. A rezultat un spectacol
viu si colorat, interpretat de voci tinere, aflate la inceput de drum. Suportul
desfasurarii dramatice a fost realizat de omul-orchestrd, prof. univ. dr.
Aurelia Simion, pianul fiind completat din loc in loc cu interventiile diafane
ale flautului (Paula Mina, masterand). Aldturi de cele trei personaje
principale, corul a avut un rol important prin aparitiile sale cameleonice:
pastori, nimfe, furii, spectre, sau Insotitori ai lui Orfeu. Formatia camerala cu
9 membri (Catdlina Nanu, Cristina Simion, Elena Baiceanu, Madalina
Teodorescu, Andreea Popescu, Gabriel Doru, Alexandru Butnaru, Robert
Buzila, Ionut Copacel), carora li s-a adaugat din cand in cand si Amor, a
adus prospetimea si contrastul atat de necesar genului liric, atat din punct de
vedere muzical, cat si din punct de vedere regizoral. Rolul in travesti a fost
interpretat de catre mezzosoprana Noemi Karacsony, studentd in anul IV la
clasa asist. univ.dr. Doina Dumitriu. Complexa partitura a personajului
titular cuprinde momente de cantilena, dar si pasaje cu agilitati (aria de la
sfarsitul primului act), tensiune dramatici dar si incantare lirici. Intr-un
ambitus larg se afirmd o tesatura inaltd, adoptdnd culori vocale dintre cele
mai diverse care concordd cu starile prin care trece nefericitul sot. O

* asistent universitar doctor la Universitatea de Arte ,,George Enescu” din Tasi
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substanta sonora fluida, cu intensitati vibrante si emotionante aduce nimfa
Euridice, careia i-a dat viatd soprana Manuela Ipate, studentd in anul 1V, la
clasa asist. univ. drd. Lacramioara-Maria Hrubaru-Roata. Vocea sa calda si
nobila, cu sonoritati rotunde a fost contrapunctata de lirismul ingenuu al lui
Amor, interpretat de soprana Daniela Goria, studentd in anul al III-lea, la
clasa asist. univ. dr. Cristina Simionescu. Timbrul sau clar si sunetele bine
focusate au adus stralucire si au conturat un personaj neastamparat, care a
readus-o pe Euridice din tenebre si a redat-o sotului sau.

Efortul comun al grupului de interpreti a fost ordonat scenic de catre
conf. univ.dr. Octavian Jighirgiu, regizor care s-a indreptat catre genul opereli
venind din zona teatrului. Dinamismul si expresivitatea miscarilor,
elementele artei dramatice au nuantat derularea muzicald si au intregit
compozitul artistic. Chiar si pe momentele de recitativ, cruciale de altfel
pentru progresul narativ, corului i-au fost trasate sarcini regizorale, acoperind
intregul spatiu scenic.

In prezenta unor personalitdti marcante precum lonel Pantea,
presedintele onorific al editiei din acest an, Peter Mario Katona, directorul de
casting de la Royal Opera House Covent Garden din Londra, Hermann
Keckeis, profesor la Universitatea Mozarteum din Salzburg si criticul
muzical Costin Popa, iesenii au prezentat un Orfeu tandr si energic.
Spectacolul a fost bine, iar pentru a sustine acest lucru citez afirmatia bas-
baritonului lonel Pantea: cred ca acest spectacol reprezinta una dintre
culmile festivalului !

© nicu cherciu
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Omul sfinteste locul

Victor MIHAILESCU®

Rezumat: Sfantul din Sfantu Gheorghe este al patrulea spectacol dintr-un
ambitios proiect teatral adresat oraselor romanesti de provincie. Proiectul
este initiat de regizoarea Ana Margineanu in colaborare cu dramaturgul
Stefan Peca si se intituleaza Despre Roméania, numai de bine. Fara
profunzimi remarcabile, textul pe care se bazeaza spectacolul de la Sfantu
Gheorghe este suficient de inteligent cat sa decupeze din multitudinea de
Cu o duratd considerabila, intreaga reprezentatie se construieste pe o
nesperata interactivitate. Conventia spectacolului e simpla - actorii sunt pe
scend, asezati pe scaune, recuzita e la vedere iar desfasurarea e modulara -
fiecare scena prin care povestea avanseaza se petrece in spatiul de joc
delimitat de scaune si la care ceilalti actori (inclusiv publicul) asistd pasiv.
Ca ritm, tempo-ul primei parti este destul de slab, insa a doua parte, mai
tensionatd dramatic, recupereaza si oferd o perceptie temporald de ansamblu
cat se poate de agreabila.

Cuvinte cheie: interactivitate, proiect, dramatugie, spectacol, comunitate

* Doctorand al Universitatii de Arte “George Enescu”, Tagi. Profesor la Liceul de Arte
“Dimitrie Cuclin”, Galati
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Sfantul din Sfantu Gheorghe este al patrulea opus dintr-o suita de
portretizari dramaturgice ale unor orase romanesti de provincie, proiect
initiat de regizoarea Ana Margineanu in colaborare cu dramaturgul Stefan
Peca si intitulat Despre Romania, numai de bine. In ciuda referintelor
funeste, itinerariul cazuistic este cat se poate de viu si de entuziast: dupa
Téargoviste, Baia Mare si Piatra Neamt, Sfantu Gheorghe este asadar al
patrulea oras pus pe harta unui plan ambitios si fard indoiala dificil, acela de
a transpune dramatic spiritul unui oras, de a-l cerceta si de a-i cuprinde
specificul intr-un text care sa respire problematica unei comunitati, dupa cum
insusi Stefan Peca afirma. Anuntat astfel, proiectul pare mai degraba un efort
de cercetare documentara cu specific teatral, insd niciunul din cei implicati in
realizarea lui nu s-a multumit sa ramana la acest nivel, asa ca spectacolele
furnizeaza o experienta teatrald trepidanta, pe care spectatorii sunt invitati s-
o perceapa la granita dintre recunoastere si transcendenta si care sa le ofere o
sansa mai importanta decat aceea a identificarii - sansa unei noi perspective
asupra cotidianului.

Fara profunzimi remarcabile, textul pe care se bazeaza spectacolul de
la Sfantu Gheorghe este suficient de inteligent cat sa decupeze din
multitudinea de posibilitati o situatie universal-umana, deopotriva particulara
si exponentiala, care sustine plauzibil si eficient constructia spectacolului.
Este vorba despre povestea lui Rares, angajat al unei fabrici de paine locale,
care traieste "visul american" pe meleaguri romano-secuiesti. Constiincios
practicant al capitalismului burghez, cu o familie aparent fericitd si cu o

situatie cel putin decentd, scadldat in apele caldute ale auto-indulgentei, acesta
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comite imprudenta de a intra (nu fara voia lui si nu lipsit de stangacie) intr-
un carusel periculos, care amesteca pand la dizolvare termeni precum
bunatate, altruism, compasiune ori marinimie. Prin intermediul unui hobby
(fotografia) face cunostintd cu periferia absurdd a unui sistem social cu
destule erori, unde supravietuirea este o chestiune de sansa: o tanara de etnie
rromd, un batran fard venituri, o familie fara locuintd si multi altii. Pe toti
acestia Rares incearca, cu idealism si riscuri asumate, sa-i ajute, ajungand
pana la a sacrifica nu doar bunastarea personald, ci si pe cea a familiei sale.
Zguduit si tulburat, este in cele din urma inghitit de propria generozitate si
devorat de nevoia de a face bine.

Desi bine articulat, textul deschide cateva situatii cu potential
exploziv dar care sunt mai apoi fie slab dezvoltate, fie tratate cu un umor
prea la indemand - de exemplu, problematica coabitarii maghiarilor,
romanilor si rromilor (rezolvata printr-un gag: imnul maghiar este cantat de
actori cu versurile in limba romana, iar imnul romanesc este cantat In
maghiard) sau ironica criminalitate zero in conditiile in care somajul si
saracia au atins un nivel alarmant. Toate acestea raman tratate cuminte, intr-0
zona de political correctness care nu rimeaza cu dramatismul progresiv al
piesei. Ba mai mult, prin temele anuntate, textul s-ar potrivi mai degraba
unei comunitati nu neaparat mai cosmopolite, cdt mai mari. Pe de alta parte,
exista unele idei netmplinite de autor, al caror echivoc pare involuntar - este
deci o virtute generozitatea? Are ea legdturd cu presiunea sociald? Puseul
nevrotic in virtutea caruia actioneaza personajul este amorsat de dinamica
sociala sau este pur patologic?
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Dincolo de text si de limitele sale, spectacolul este unul magistral. Cu
o duratd considerabild, intreaga reprezentatie se construieste pe o nesperata
interactivitate, asupra careia merita insistat. La randu-i, interactiunea cu
publicul are la bazd exploatarea ingenioasa a statusului activ/pasiv, atat in
randul actorilor cat si al spectatorilor.

Conventia spectacolului e simpla - actorii sunt pe scend, asezati pe
scaune, recuzita e la vedere iar desfasurarea e modulard - fiecare scena prin
care povestea "sfantului" Rares avanseazd se petrece in spatiul de joc
delimitat de scaune si la care ceilalti actori (inclusiv publicul) asista pasiv,
sugerand voyeurism-ul bolndvicios care ne impiedicd sa intervenim. La
rastimpuri sunt oferite explicatii iar publicul poate interveni in desfasurarea
povestii, influentdnd-o si determinandu-i cursul. Prin intermediul a trei bile
colorate (pe care toti spectatorii le primesc la intrare), publicul isi poate
manifesta cate o alegere - pot salva un personaj, pot stabili desfasurarea
temporala sau pot alege felul in care se termind piesa. In realitate, alegerile
nu schimba cu adevarat desfasurarea spectacolului, Tn sensul unei
improvizatii, insd modalitatea de exprimare a votului (spectatorii sunt
literalmente invitati sd arunce bilele pe scend, dupa care ele sunt triate, in
functie de culori) stimuleazd o participare fizicd care Inglobeaza functional
spectatorii in reprezentatie. In sens larg, publicul capati, pe durata
spectacolului, nu doar o implicare activa ci si o responsabilitate civica de alt
tip decat "moralitatea bunelor relatii" la nivel comunitar.

Momentele de interactiune strabat reprezentatia de la Inceput pana la
sfarsit - limba in care urmeaza sa fie jucat spectacolul se decide in functie de
raportul vorbitori de limba romana/vorbitori de limbd maghiara, o urmarire
se petrece printre scaune iar catre final are loc un episod delicios: inainte de
ultima rundd de vot cu bile (cea in care publicul poate salva un personaj),
spectatorii care nu mai pot vota pentru ca si-au epuizat acest drept in rundele
anterioare 1l pot recastiga prin donatii. Sunt acceptate orice obiecte (inclusiv
bani), mai putin cele valoroase, iar acestea sunt folosite, mai apoi, la
urmatoarea reprezentatie.

Pe cat de ingenioase si de oportune sunt aceste mijloace interactive,
pe atat de discutabild este valoarea lor artistici. Adauga ele la valoarea
spectacolului, sau fac parte dintr-o voalata strategie de marketing? Probabil
cd parte dintre ele sunt folosite doar pentru efectul energizant. Insi in cazul
acestui spectacol, interactivitatea este departe de a fi pur conjuncturald. Ceea
ce il face cu adevdrat valoros si surprinzdtor este juxtapunerea elementelor
fictionale cu cele autentice. Brutdria lui Dioszegi, la care se face referire,
existd cu adevarat. Cartierul de rromi in care acestia trdiesc intr-o sardcie
cumplita, departe de ochii autoritdtilor maghiare si romane, exista de
asemenea. Pozele prezentate de Rares pe parcursul spectacolului sunt reale,
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sunt portretele unor oameni condamnati la subzistenta pe care 1i poti intalni,
la o plimbare, prin Sfantu Gheorghe. Deciziile politice (mai ales cele privind
cultura) se iau, asa cum este prezentat intr-o scena de inceput, in functie de
meschine compromisuri etnice. Abia aici interactivitatea castigd o nuantd
aparte, depasind chiar functia artisticd. Aceastd contaminare realitate/fictiune
reuseste sa plaseze evenimentul teatral atat in zona recognoscibilului cat si in
cea a inefabilului, iar acesta este un merit remarcabil. Nu in ultimul rand,
aceastd interactivitate il face un spectacol "al locului", care isi trage seva din
povestile si intamplarile locale, un spectacol care adus pe altd scend isi
pierde nu doar prospetimea, dar si rostul. Si, deloc de neglijat, toate acestea
sunt dovada incontestabila a faptului cd regia potenteaza dramaturgia si
invers, scopul de a surprinde scenic o mostra concludenta de specific
regional fiind cu succes atins.

Prestatiile actoricesti sunt savuroase, cu doud mentiuni speciale:
Fekete Zsolt si Claudia Ardelean, ale cdror performante meritd toate
aprecierile. Ca ritm, tempo-ul primei parti este destul de slab, insa a doua
parte, mai tensionatd dramatic, recupereaza si ofera o perceptie temporald de
ansamblu cat se poate de agreabild, in ciuda celor peste trei ore de joc.
Tlustratia muzicala este asigurata live de Eltes Aron (si este mai mult decat
nimeritd), iar scenografia si coregrafia sunt semnate de Anda Pop, respectiv
Andreea Duta, completand cu discretie un tablou spectacular vivant si placut.

Proiectul initiat de Stefan Peca si Ana Margineanu realizeazd mai
mult decat o fresca sociald prin teatru, el pune bazele unei idei pe care
fiecare oras sau regiune ar trebui sd o dezvolte in oferta culturala - aceea a
unei dramaturgii regionale, ndscutd din evenimente si probleme
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caracteristice. Astfel, teatrul ar deveni

un veritabil limbaj national
multicultural.

Sfantul din Sfantu Gheorghe, de Stefan Peca
Regia: Ana Margineanu

Distributia: Sebastian Marina, Claudia Ardelean, Fatma Mohamed,

lon Fiscuteanu Jr., Camelia Paraschiv, Fekete Lovas Zsolt, Elena Popa,
Daniel Rizea, Gulacsi Zsuzsanna
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Talent la vedere. Performanta artistica

Irina SCUTARIU®

Rezumat: Cand un lucru este evident si multe aspecte conjuncturale te ajuta
sd subliniezi asta, atunci e de datoria ta sd ardti ce poti. Pentru un actor
aceasta evidenta se numeste talent. Aspectele conjuncturale sunt legate de un
scenariu — monodrama — care sa te reprezinte, care sa te arate in diverse
ipostaze scenice, graitoare pentru talentul tau. Respectandu-se traditia si anul
acesta, la cea de-a IX-a editiec a Festivalului International al Recitalurilor
Dramatice ,,Gala Star”, au intrat in concurs variatiuni pe aceeasi tema: one
man show-uri si one woman show-uri concepute in diverse moduri. De altfel
acest gen de teatru are o paletd generoasa de expresie si de constructie.
Recitalul dramatic poate fi obtinut doar din recitare de poezie, momente de
pantomima, unul sau mai multe personaje dramatice interpretate de un singur
actor, cu sarcina de a propune un subiect incitant pentru spectator.

Cuvinte cheie: interactivitate, proiect, Mihaela Michailov, Katia Pascariu,
comunitate

La editia din acest an a Festivalului International al Recitalurilor
Dramatice ,,Gala Star” s-au acordat urmatoarele premii:
Marele premiu si Trofeul ,,Gala Star”, acordat actritei Katia Pascariu
pentru interpretarea sa din recitalul Copii rai dupa un text semnat Mihaela
Michailov, regizat de Alex Mihaescu;

Cel mai bun one woman show, acordat actritei Irena Boclinca din recitalul
Edith Piaf — femeia care a iubit, scenariul si regia Nelly Cozaru,

Cel mai bun one man show, acordat actorului Cristian lorga pentru recitalul
Colateral, Oedip scris de Mihai Ignat in regia Laurei Moldovan;

Premiul ,,Actor pentru actor — Dinu Apetrei”, acordat actritei Florica
Gazdaru din recitalul Eu, mama si bunica,

Premiul onorific ,,Stefan Iordache”, acordat de clevii de liceu actritei
Katia Pascariu pentru rolul din Copii rai,

* Lector universitar doctor la Facultatea de Teatru, Universitatea de Arte ,,George Enescu”
din Tasi
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»Ziarul de Bacau” a acordat Diploma pentru ,,emotie, expresivitate si
calitatea interpretarii” actritei Irena Boclinca pentru recitalul Edith Piaf —
femeia care a iubit

Fotografie din spectacolul Copiii rdi

Pentru a recrea atmosfera acelor zile am realizat doua interviuri speciale:

*k*k

»Eu cred in arta implicatd” — Interviu cu actrita Katia Pascariu

Irina Scutariu: Te-am vazut jucand. S-a intamplat anul acesta la Gala Star
de la Bacau. Te-a iubit toata sala. Mi s-a parut cel mai scurt spectacol pentru
ca ne-ai tinut cu sufletul la gurd pana la final. De cand joci acest spectacol?
Katia Pascariu: Multumesc. A fost o experientad foarte buna Gala Star —
cap-coada. Spectacolul Copii rai a avut premiera (absolutd) in mai 2011 la
Teatrul Luni de la Green Hours, in Bucuresti. In varianta initiald, eram 2 fete
pe scena — eu si VJ-ul Cinty lonescu, care facea video live. Din motive multe
si diverse, de anul trecut functionam independent, ca productie a Asociatiei
ADQO, si pe scena suntem acum o ea (eu) si un el (Jak Neumann) care sustine
prin muzica live (cajon si saxofon) spectacolul. Echipa: dramaturg — Mihaela
Michailov, regie — Alex Mihaescu, miscare - Farid Fairuz si costum — Adi
Cristea.

Deci, pe scurt ... de 3 ani.

1.S.: Ce te-a facut sa te opresti la acest text?
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Katia Pascariu: Textul s-a oprit la mine. Din fericire nu doar la mine; si el
isi continud acum itinerariul prin lume — tradus in Franta, de exemplu. De
fapt, la mine s-a oprit dramaturgul: Mihaela m-a intrebat daca m-ar interesa
asa ceva ... ea vazuse o stire $i o inspira pentru un text nou pe tema scoala,
violenta, sistemul nostru educational... Am zis da, am vorbit si cu Alex,
regizorul, si Mihaela s-a pus pe scris. Si asa, in trei... ne vedeam, citeam,
vorbeam, am facut interviuri cu copii, am studiat manualele de clasa a V-a,
ne-am amintit cum eram noi la 11 ani. Pe urma am repetat, au intrat in echipa
Cinty si Farid, Jak si Adi.

Subiectul piesei este vital pentru societatea de azi. Eu cred in arta implicata
si cred ca noi avem rolul si datoria sa abordam si teme actuale, chiar daca
sunt mai putin placute. Arta, teatrul in spetd, poate face un pas mai mic sau
mai mare — depinde doar de noi — spre Bine.

Katia Pascariu ih workshop

I.S.: Ce a adus nou 1in cariera ta artistica abordarea acestui gen de teatru?
Katia Pascariu: Te pregatesti altfel pentru un one woman show. Mingea e la
tine tot timpul, tu centrezi, tu dai cu capul, tu aperi, tu dai gol, tu iei gol...
Am descoperit multe In repetitii si, mai ales, In timpul reprezentatiilor cu
Copii rai, despre mine ca om, ca actor, ca cetdtean. Frica e cel mai mare
dusman.

E si mai greu si mai usor sa fii singur cu publicul. Toate vin cu timpul. Am
invatat sa am rabdare cu mine si cu ceilalti.
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Cel mai mare dar, insd, e publicul de copii — ora aia e sport extrem si da
dependenta.

1.S.: Ce puncteaza sau ce urmeaza dupd premiul castigat la ,,Gala Star” de la
Bacau din acest an?

Katia Pascariu: Sper ci numai lucruri bune! In viitorul indepartat nu stiu,
dar pe termen scurt — premiul face bine la orgoliu, da bine la CV, aduce
fac tot asta — teatru, artd comunitara, sociald, arta implicata, proiecte
interesante si valoroase. Arta de dragul artei nu prea ma intereseazd. Vreau
sa circul, sa fiu acolo unde simt ca e nevoie de mine, ca ma pot face utila. Un
premiu te ajuta pentru ca iti deschide niste usi mai usor... poate.

1.S.: Tn ce te mai putem vedea?

Katia Pascariu: O intrebare simpla — Tn spectacole de teatru: Sub pamdnt
(autor M. Michailov, regizor David Schwartz), Nu ne-am ndascut in locul
potrivit (text si regie Alice Monica Marinescu si David Schwartz), un
performance de Jak Neumann si Paul Dunca — Omul si albina sa. Mai am
cateva proiecte, dar ele sunt pe termen scurt si doar la Bucuresti.

1.S.: Al proiecte de viitor?
Katia Pascariu: Da. Intotdeauna, altfel spui stop joc si la revedere.

»Nu fac discriminari intre drama si comedie, ci doar intre texte de valori
diferite” — Interviu cu dramaturgul Mihai Ignat

Irina Scutariu: Am avut ocazia anul acesta sa fiu in sala la un spectacol
dupa un text de-al tau Colateral, Oedip, la care publicul spectator radea in
hohote. Cum a fost de fapt, tu ai dorit sa scrii pentru actori dramaturgie de tip
monodrama sau ai scris la rugdmintile lor?

Mihai Ignat: Colateral, Oedip este de fapt un colaj de doua monoloage care
fac parte dintr-un text mai amplu, intitulat Varza, compus dintr-o serie de
monoloage care n-au legatura intre ele, cam ca in Sex, drugs & Rock'n'Roll.
Regizoarea spectacolului, Laura Moldovan, a gasit un artificiu prin care a
legat cele doud bucati pentru a realiza un spectacol-coupé. Deci de fapt e
vorba de texte scrise de mine independent de actori, desi cateodatd se mai
intampla sa pun pe hartie si piese comandate, cum ar fi piesa intr-un act One
Life Show, scrisa pentru doi actori din Targu Mures, Nicu Mihoc si Theo
Marton. In mod ironic, desi piesa a fost jucati de vreo 3 ori, ea n-a fost
niciodata interpretata de cei doi...
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I. S.: Esti jucat de actori cu placere, iubit indirect de spectatori. Ca
dramaturg, propui intdmplari reale, din categoria celor incomode, cérora le
dai mult umor. Monodramele scrise de tine sunt ofertante pentru actori.
Pentru actrite te-ai gandit sa scrii?

Mihai Ignat: De fapt, in afara monoloagelor din Varza (9 pentru actori si 9
pentru actrite), am scris o singurda monodrama, cea intitulata Mi-e frica si
nominalizata la concursul de texte al ,,Galei Star” 2014. Mi-e frica e, ntr-
adevar, pentru un personaj masculin, pentru ca mi-a fost mai usor sa ma
transpun intr-un astfel de personaj decat intr-unul feminin. Recunosc, m-am
gandit sd scriu si pentru actrite, macar o monodrama, dar am ezitari. Mi-€
mai dificil, asa cum mai dificil mi-a fost sa scriu monoloagele personajelor
feminine din Varza. In principiu, insa, sunt interesat de aceastd aventura.
Asta depinde si de gasirea unei teme, a unui subiect care sa-mi trezeasca
interesul...

I. S.: Anul acesta la ,,Gala Star” ai fost distins cu o mentiune ,,Pentru cea mai
buna monodrama” (Mi-e fiica, Mihai Ignat) la Concursul de Dramaturgie —
Monodrama si, la sectiunea recitaluri, prin spectacolul Colateral, Oedip,
colaj dupa monoloagele din textul tau, intitulat Varza. La care {ii mai mult?
Mihai Ignat: Hmm... Greu de spus. Mi-e frica e un text mai lung, mai dificil,
mai complex, dramatic. Monoloagele din spectacolul Colateral, Oedip sunt
comice n esentd, ba chiar 1n partea a doua merg spre stand-up. Pana la urma
cred ca tin la ele fel de mult, pentru ca e vorba de texte cu mize, si cu teme,
si cu subiecte diferite, specifice, iar eu nu fac discriminari intre drama si
comedie, ci doar intre texte de valori diferite. Or aici nu cred ca e cazul.

I. S.: La ce lucrezi acum?

Mihai Ignat: Am in plan o drama care va avea in centru un personaj
feminin, tanar, marcat de o prostie din perioada pubertatii, prostie care se va
repercuta asupra perioadei de mai tarziu. Mai mult n-as vrea sa povestesc,
pentru ca... e mai bine asa. Nu cred ca e bine sa dezvalui proiectul urméator in
datele sale cele mai concrete... Daca nu iese, daca iese altceva?...
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Cartile Editurii ARTES premiate la Salonul Eurolnvent

La editia de anul acesta a Expozitiei Europene a Creativitatii si
Inovarii, Editura ARTES a fost prezenta, din nou, cu titluri din toate
domeniile artistice. Domeniul Teatru s-a facut remarcat nu doar prin numarul
lucrarilor propuse, ci si prin calitatea acestora, remarcatd si rasplatita si de
Juriu.

Vasilica Balaita, Jurnalul unui spectator — Diploma de Excelenta

Vasilica Balaita, Spectacolul poeziei in teatrul lui Eugene lonesco (editia a
I1-a) — Medalia de Argint

Anca Ciobotaru, Teatrul dincolo de scena — Diploma de excelenta

Anca Ciobotaru, Teatru de animatie — intre magie si arta — Medalia de Aur
Corneliu Dumitriu, Mastile Asiei. Cercetare comparata a culturilor Chinei,
Indiei si Japoniei. Introducere la o posibila antropologie a istoriei culturale

a popoarelor Asiei — Medalia de Bronz

Cristinela Olareanu, Expresivitatea cuvantului scenic — Diploma de
Excelenta

Elena Saulea, Caragiale — univers cinematografic (editia a II-a) — Medalia de
Argint

Bogdan Ulmu, File dintr-un jurnal teatral (2012-2013), — Medalia de Argint
Echipa ,,Colocvii teatrale” are onoarea de a-i felicita pe autorii

premiati si le doreste, deopotriva, sd participe cu succes si la urmatoarele
editii Eurolnvent.
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Teatrul din afara teatrului — Anca Doina Ciobotaru
loana PETCU®
Rezumat: Anca Doina Ciobotaru, prin cartea aparuta sub semnatura-i,
Teatrul dincolo de scena, de la Editura Artes (lasi, 2013) nu doar cd ne
demonstreaza posibilitatea ca aceastd artd poate renaste in spatii cu totul

diferite, dar ne si dezvaluie o lume pe care putini o cunoastem.

Cuvinte cheie: teatru alternativ, terapie prin teatru, teatru de animatie.

Si, intr-adevar, cum am putea face
teatru dacd nu in teatru? Cu toate
ANCA DOINA CIOBOTARU instrumentele pe care scena ni le ofera

TEATRUL DINCOLO DE SCENA

pentru ca irealul sd fie posibil, cu
oamenii antrenati a pune si a scoate
masca de pe chip, cu publicul asezat in
fotolii consumand mesajul ce vine
dinspre actori... Unde se face teatru,
dacd nu acolo unde ne-am obisnuit, cu
o cortind care se ridica la Inceput,
lasand magia sa se raspandeascd
pretutindeni si oameni care aplauda la
sfarsit, fericiti castigatori de noi
ganduri si noi semne de intrebare.
Anca Doina Ciobotaru, prin cartea
aparuta sub semnatura-i, Teatrul
dincolo de scena, de la Editura Artes
(fasi, 2013) nu doar ca ne
demonstreaza posibilitatea ca aceastd artd poate renaste in spatii cu totul
diferite, dar ne si dezviluie o lume pe care putini o cunoastem. O lume
sensibild, fragild, uitatd uneori in umbra sau privita pe furis ca o curiozitate —
aceea a copiilor cu deficiente. Autoarea scrie o carte de teorie si practica
teatrala in spatii alternative si, deopotriva, face o confesiune printre randuri,
despre o experientd unica intr-o zond unde nu se intrd cu usurinta: teatrul cu
valente psihoterapeutice.

Conceputd in doud parti — Arta animatiei si educatia si Valente
terapeutice ale teatrului de animatie — cartea ofera o privire panoramatica

* Asistent universitar doctor la Facultatea de Teatru, Universitatea de Arte ,,George Enescu”,
lasi
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asupra modalitdtii in care arta devine artd in folosul comunitatii, fie ca
segmentul de referinta este larg, fie ca e restrans, mizandu-Se pe tratarea unor
probleme punctuale, cum sunt cele ale bolnavilor psihomotori. Pledoaria
pentru introducerea unui atelier de arta de animatie in scoli este binevenita si
bine ancoratd in realitatea programelor educationale din Rommania.
Obiectivele unui atelier de animatie conving, iar un astfel de proiect ar trebui
sd dea de gandit autoritatilor din institutiile preuniversitare. Coborand de pe
scend 1n scoli, teatrul de animatie va fi o oportunitate de dezvoltare personala
pentru elevi, de redescoperire pentru cadrele didactice implicate, o
posibilitate de a stabili contacte si parteneriate intre institutii diferite. Si va fi
un proiect bun poate mai ales pentru tinerii din domeniu aflati la inceputul
carierei. Mintea autoarei nu conteneste sa incerce forme inedite de expresie
si sd gaseasca variante valabile de reinventare profesionald. lar sufletul ei
palpitd mereu in fata nevoilor celor din jur, atent la semeni si la felul in care
cresc cei mai tineri.

Cu o maturitate si o experientd care se Imbogdteste mereu,
imbracand multiple forme, cercetatoarea — caci adevaratd munca de cercetare
ne e prezentatd aici, cuprinzand ani buni in care s-au realizat proiecte — ridica
probleme, cauta solutii, aplicd, testeaza, trage concluzii despre rostul artei
animatiei. Si poate cd nu e nici un cuvant al nostru mai graitor in fata
panseurilor autoarei care afirma: ,,Asadar, teatrul dincolo de scend inseamna
mai mult decat poetici mai mult sau mai putin sofisticate; el presupune
participare, implicare, scop. Cei care aleg aceastda cale sunt in fapt niste
cautatori, niste nelinistiti” (p. 8). Astfel, Anca Ciobotaru face un exercitiu
dificil prin care pedagogul este dublat de cercetator, ambii avand in comun
implicarea si spiritul mereu tanar, aflat in cautarea noilor drumuri si a noilor
raspunsuri. O bibliografie substantiald insoteste studiile, cu lucrari
fundamentale, cu altele ce impartdsesc viziuni noi, actuale, acoperind
domenii ca psihologia, psihoterapia, pedagogia si antropologia, se oferd spre
a fi vizitata de catre cei ce se afld in cautari la rdndul lor pe aceste directii
Tmpreunate. O carte ca o poarta deschisa pentru cei ce iubesc teatrul si doresc
sa-1 Inteleagd in polimorfismul sau, practicindu-1 dupa canoanele clasice sau
in variante alternative — asa am descrie revigorantul si revelatorul studiu
Teatrul dincolo de scena.
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A vedea, a scrie — sau distanta dintre spectator si scriitor.
Vasilica Oncioaia Balaita

loana PETCU

Rezumat: Vasilica Oncioaia Bélaita a publicat la Editura universitara Artes
din Iasi volumul sau intitulat Jurnal de spectator (2013). Ne-am oprit si noi
asupra acestei aparitii spre a prezenta cititorilor nostri paginile pline de

savoare si inedit ale autoarei.

Cuvinte cheie: interviu, jurnal teatral, actul receptarii.

JURMALUL UTUT SPECTATOR
VASILICA ONCIOAIA BALAITA

EDITURA ARTES
208

Cu o scriiturd luminoasd, cu o
candoare prin care cuvantul e salvat
de orice element pernicios, nascandu-
se pe loc intr-o fraza svelta, sensibila
si rafinatd, asa se cladeste Jurnalul
unui spectator sub condeiul Vasilicai
Oncioaia Balaita. Cartea aparuta la
Editura universitard Artes (Iasi, 2013)
este o sumd de capitole care lasa
impresia intr-adevar ca ne aflam in
fata unui jurnal, a unor pagini in care
un eu confesiv, jucdus si prietenos,
noteazd cu atentie experientele sale
cu scena. Si aceasta e, din punctul
nostru de vedere, o mare calitate a
autoarei. Ar fi gresit insd a crede ca
totul se rezuma la o ingiruire
episodica de povesti despre scena;
Jurnalul unui spectator trece de

simpla redare a evenimentelor si se transforma intr-0 descoperire a sinelui,
cu intrebari si posibile raspunsuri, cu uimiri si tatondri, o descoperire prin
teatru si prin oamenii lui. Vasilica Balaita scrie bucurandu-se de actul
redactdrii si, prin aceastd sinceritate, prin aceastd daruire, isi cucereste
lectorul. Paginile se parcurg cu placere: trecem de la marturisiri, la interviuri,
apoi la cronica de teatru si pretutindeni gasim acelasi chip, aceeasi voce care
ne apropie de artisti, de spectacole, de facerea si refacerea teatrului.
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Vasilica Balaita aminteste, sub diferite forme, oameni pe care i-a
cunoscut si care au marcat-o. Astfel, sunt evocati — fie Tn episoade scurte, dar
definitorii, fie in relatdri de mai mare intindere - profesori ieseni importanti
(filologoul Elvira Sorohan si regizorul Natalia Danaild), oameni ai scenei
precum David Esrig, Getta Anghelutd, Dan Puric sau tineri — Compania
Passe-Partout si Teatrul de buzunar Puppetts Art Time. Aldturi sunt Miruna
Runcan, Antonio Patras, Emil Munteanu, dar si Sora Felicitas sau Sora Laura
— oameni care, Tn momente importante, au ldsat o amprentd in fiinta celei
care scrie acum despre ei. Diversificat, tabloul conturat n Jurnalul unui
spectator include varfuri ale vietii culturale romanesti si reliefeaza portretele
celor care o impresioneaza pe Vasilica Balditd — cum este Silviu Purcarete
caruia 1i e dediact cate un spatiu atat pe teatru, cat si pe realizarea filmica
Undeva la Palilula, dar si Tompa Gabor, Radu Afrim, Mihai Maniutiu sau
Julian Negulesco. Tn orice caz, scriitoarea, insdsi prin alegerile ficute, se
autodescrie. Preferintele ei pentru un teatru vizionar, pentru un mesaj
concret, profund uman o fascineazd pe aceea care a adunat insemnari
consistente despre regizori de marca ai scenei nationale actuale. Tn interviuri
depistam o alta calitate: cunostinta formularii si curajul de a folosi arsenalul
intrebarilor, act dus pana la capat. Interviul se dovedeste a fi pentru autoare o
experientd 1n sine, o victorie castigatd impreuna cu interlocutorul. Curioasa,
intelegatoare, surprinzatoare, initiatoarea sesiunilor de intrebari e Intotdeauna
pregatitd sa-si Intdlneascd si sd-si provoace subiectul. Stie sa caute, stie sa
descopere in partenerul de discutie ceea ce e frumos, ceea ce o intereseaza sa
scoatd la suprafatd. Sunt placute paginile ale caror protagonist este David
Esrig, cu atat mai mult cu cat i se oferd cititorului un joc intelectual in doi de
Tnalt calibru.

Réndurile de critica teatrald sunt asternute cu mintea si cu sufletul si
ceea ce si mai de apreciat e cad Vasilica Balditd nu e inchistatd in tiparele
criticului care-si face meseria la comanda, in fiecare seara. Notele ei in
marginea productiilor teatrale sunt vii, svelte si evita locurile comune. Cartea
se citeste ca un periplu, la fel si spectacolul. Jurnalul unui spectator se
incheie cu ,,Va urma” ceea ce ne face sa credem ca lectura pe care autoarea
ne-o ofera e doar un prim episod dintr-un ,,insir-te margarite” fabulos in care
personaje sunt personalitati ale scenei romanesti, de aici sau de peste hotare,
invitate la schimburi de idei sau ale caror conceptii teatrale sunt vizitate de
spectatorul Vasilica Balaita. Asteptam, desigur, nerabdatori, urmarea.
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George Banu sau Cautarea ca vocatie

Vasilica BALAITA®

Rezumat: Prezentarea ultimului volum publicat al lui George Banu: Parisul
personal- autobiografie urbana, Cluj, Editura Nemira, 2013. Volumul este
constituit dintr-o suita de fotografii ale unor trasee pariziene cu valoare
mnemonica pentru teatrologul George Banu. Adept al eterogenitatii artelor,
acesta le completeazd cu amintiri si reflectii personale. Mai mult decat un
jurnal, Parisul personal contine indicii de istorie a teatrului, a orasului, a
unor oameni de cultura din Romania. In articolul de fata realizim un portret
al autorului pornind de la fotografia in care Mihaela Marin il prezinta pe

teatrolog in biroul sau.

Cuvinte cheie: articol, George Banu, Parisul personal.

GEORGE BANU

Fotografii de Mihaela Marin

Parisul persona[

autobiografie urband
AFIC

NEMIRA

Imi aduc aminte de o ora tarzie in care
ma aflam la o masd in jurul careia
vorbeau cativa actori  si profesori
universitari. Nu fusesem invitata, ci
ajunsesem acolo doar ca sa-i aduc
indrumdtorului meu de doctorat, asa
cum ma rugase, teza in ciorna.

Cateva intrebari de politete din partea
lor, intre care si cea despre cum merge
doctoratul. Le-am raspuns ca fusesem la
Paris, ca ma intalnisem cu George Banu,
ca bauseram o cafea impreuna, ca-mi
daduse un timbru ca sa-1 pun pe plicul
pe care intentinam sa i-l trimit lui Marie-
France lonesco, subiectul tezei mele
fiind celebrul sau tata.

M-au privit mirati si au Inceput
diverse comentarii, nevenindu-le sa
creadd cd un teatrolog care preda la
Sorbona si-ar putea pierde vremea cu un

doctorand intamplat la Paris peste zi.

* Actritd, Doctor in teatru, cadru didactic asociat la Facultatea de Teatru a Universitatii de

Arte "George Enescu", lasi.
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Am iesit repede si foarte bulversata — venisem cu un prieten calugdr, caruia i
repetam consternatd o intrebare: De ce sa se mire? La urma urmei, Banu e
PROFESOR!

Astazi, citindu-i cartea Parisul personal, autobiografie urband.
aparut la Editura Nemira 1n 2013, descifrez mitul George Banu 1in
aproximativ aceeasi cheie. Incerc trasarea unui portret dezvelindu-I
autorului cuvintele.

Creat ca o suitd de mesaje ce reunesc intr-un parcurs personal
fotografii (autor, Mihaela Marin) si cuvinte volumul dezvaluie prin
penultima imagine, (George Banu in birou) o vocatie pe care autorul, in mod
bizar, nu a numit-o si care i-a deschis intotdeauna calea Tn teatru: aceea de
CAUTATOR. Un drum creativ in care ne-a revelat lumea teatrului prin
propria viatd fara sa dea verdicte. Sa fie acesta putin lucru?!...

Portretul realizat atat de bine de Mihaela Marin, in care George Banu,
asezat in fotoliu, si sprijinindu-si un brat pe birou priveste obiectivul cu o
expresie interogativa, deschide un drum spre intelegere: Pentru ca n-am fost
decat partial un om de exterior, n-am apartinut complet teatrului, si pentru
cd nu am asumat interiorul ca vocatie veleitdtile mele de scriitor au esuat.
Icertitudine a spatiilor, incertitudine a vocatiilor.

Interogatia nascutd din incertitudine, pare sa-i dezvaluie autorului o
vocatie precisd, pe care in mod bizar, acesta nu o sesizeaza, desi o numeste,
cdci spune undeva, in carte: Nu am venit la Paris sa ma regasesc, ci sa
gasesc.

Afirmatia lui, programatica, imi aminteste de un film american pe
care |-am vazut in copildrie si din care am invatat (fara a intelege la vremea
aceea) cd cei care cautd aurul nu sunt aceia care il si detin. Misiunea lor e
doar sa il descopere. Apoi, vantul sau destinul il spulbera si il duce la aceia
care doresc sa 1l posede.

Cel care cautd comoara are ca misiune doar sa o reveleze. El se afla
intotdeauna in slujba a ceva in drumul spre poarta secretd, spre Centrul
Creatiei.

Retras intermitent in fotoliul din biroul sdu, printre hartii si lisusi,
cautator in slujba teatrului, George Banu deschide un drum al lepadarii de
sine. Autorul nu se poate Tmplini n nicio cale (picturd, scris, calatorii,
intdlniri etc) , fiindca acestea sunt doar DRUMURI catre centrul lumii.
Cautatorul nu poate fi niciunul din aceste drumuri. El poate fi doar una cu
misiunea: revelarea lumii prin teatru.

Textul care Insoteste fotografia portret are cateva paragrafe tusante
despre dezordine si dialog. Biroul incércat la intamplare de proiecte, eseuri,
carti, prefete in lucru, este o reflexie a dezordinii interioare, afirma

.....

prieteni de generatie.
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cert, dezorientarea intelectuala, dar totodatd ea asigura o consolare. In

birou, eu nu ma refugiez ci...dialoghez. Interiorul meu nu e etans, ci
permeabil.

Marturisesc, mi-ar fi placut ca aceasta fotografie-portret sa inchida
galeria de imagini a unui om racordat atat de personal si intens la teatru.
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Dance Theatre Performance, from Corporeal Art to Visual
Art

Alba Simina STANCIU®

Abstract: Conceived as a complex performamce where all the arts meet and
combine with each other, nonconformist performative formulas, the dance
theatre phenomenon imposes an approach from two directions. In the first
place it is linked with the corporeal revolution from the beginning of the
XXth century, involving personalities like Isadora Duncan, Rudolf Laban,
etc. It develops in the same time with the researches on contemporary ballet,
marked by independence from music. On the other hand the choreographers
extend the experiments towards visual arts, attracting the artist (painter or
sculptor) not only as the “designer” of performance, but also as performer
(Josef Nadj). There are also shocking combinations between avangardes
(happening, performance art, conceptual art) and the director vision, with
irreversible consequences for the art of performance of the XXI century.

Key words: Theatrical reform, performance art, corporeal codes, narrative
coherence, musical dramaturgy, anti-gravity, aleatoric, ritual.

A performative genre born in the German artistic area in the first half
of the XXth century - which develops, after the 50s on two continents
(America and Europe) in two different directions, with explosive attitude
(unexpected combinations between the most nonconformist visual arts and
choreography) in the XXIth century — is the combined formula of theatre and
dance. This type of performance made its debut simultaneous as hybrid and
provocative entity which accumulates not only artistic domains but also
scientific fields. In the last decades performance becomes “addicted” to
chromatic and formal theories, inspired by the reforms “suffered” by visual
arts. The process of understanding it is conditioned by the theatrical
interpretation of form, body, metamorphosis and space. Until a certain limit,
dance-theatre exists in a close relationship with the corporeal codes which
belong to contemporary ballet, strongly influenced by the investments of
visual arts, independence of musical text, methods of avoiding the narrative
coherence. Theatre mixed with dance causes unlimited fantasies, forms,
imagines, bold connections between the performative body and performance

* Lecturer at Drama Department, Faculty of Letters and Arts, Lucian Blaga University, Sibiu
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art, happening, architecture or installations. If the corporeal revolution from
the beginning of the XX™ century has the aspect of a revolution against the
limits of dance (Isadora Duncan, Mary Wigman, Rudolf Laban), in the last
decades, dance absorbs spatial domains, trying to obtain new combination of
visual forms, supported by rhythmic pulse and musical harmonic effect. The
dance-theatre also combines the ritual efficacy with the demands of the
technological future, multiplying both expressive and technichal
possibilities, adapting the artisticity to the ability of perception and
sensitivity of the contemporary audience, to a new receptive availability
(especially visual). This genre is, above all, a “manoeuvre” and a continuous
cultural challenge of the image (corporeal, material, etc.).

Performance on the last decades accelerates the implications of visual
arts, of spatial technologies, aiming to a closer cooperation between
choreographers and visual artists (starting with Oskar Schlemmer, Merce
Cunningham, Josef Nadj). On the other hand, the traditional relationship
between dance and music — “musical dramaturgy” — is eliminated. The
dramatic action is replaced by hallucinatory effects, by dismembered
narrative reconstructed with successions of numbers — apparently random —
of dance, theatre, pantomime, assembled through of “collage” techniques,
describing spiritual “landscapes”, explorations of human psychic, partial
events combined through aleatoric method, imagines created from “games”
of transparencies. The borders between disciplines are eliminated and
experiment takes place. The relationship between body-gesture-space is
continuously redefined by interferences of non-artistic domains (the case of
Kitsou Dubois and the performance of body in vertical space, influenced by
the spacial sciences and NASA training). The contemporary dance is
recently conjugated with elements which belong to “physical theatre”
(explosive in the “80s), is invaded by influences from marginal arts: hip-hop,
African ritual, exceeding not only the limits of dance but also those of the
human body and of the movement. The corporeal elements emphasize the
theatricallity of space, the counterpoint of nonconformist interferences of
disciplines from the exact sciences.

Starting with the 20s and the German “school” (Expressionism), the
art of dance is continuously modified by new techniques, recomposed
through gestural systems which have as purpose the non-descriptive
expressions, both symbolic and abstract codes, mixtures and sources of styles
(martial art, cabaret, art of clowning). The performing body is subject to a
process of expressive reformulations. A crucial moment which unleashes the
choreographic fantasy towards this revolutionary area is rooted in the “ritual
choral dances” practiced in Monte Verita by Rudolf Laban.

The dance-theatre phenomenon sometimes causes confusions due to
its both complex texture and stylistic differencies from the two continents,
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Europe and America. It can be structured in four great phases: firt of all
Ausdruckstanz (expressionist dance) and the reform of Rudolf Laban, the
new expressivities brought by Reinhild Hoffmann and Susanne Linke who
accelerated the evolution toward the German Tanztheater genre of the *60s.
The second phase, after the European temporary termination of the
avangardes caused by the Second World War, include the americans Merce
Cunningham and Ann Halprin who advances a performative language
composed from common gestures, assembled in strange relationships with
the visual components. Cunningham is strongly influenced by the aleatoric
music of John Cage, also showing interest for mixtures with performing art
and dance. The ‘70s and the ‘80s represent the climax moment for
Tanztheater due to the choreographies created by Pina Bausch, whose style
is focused on the vulnerable and sensitive human aspects. Bausch
approaches dance theatre from a different perspective, in contrast with the
style of Cunningham, who focused on form. After the “wave” of
ramifications of the ‘80s (an emblematic decade for “physical theatre’), the
first years of the new milenium are marked by the emergence of
nonconformist dance styles. Dance theatre will explore impossible limits,
causing visual shock, involving the most advanced forms of performing arts
and multimedia shows.

Dance revolution of the XXth century is marked by the existence of
two points of reference: Merce Cunningham and Pina Bausch. Merce
Cunningham, contaminated by the creative effervescence of the *60s,
imposes new experiments, eliminates traditional “landmarks” of dance, the
narrative coherence of gradual tensions leading to spectacular climax,
rejecting the dramatic harmony between music and body. He interfered with
a radical attitude in corporeality, being preccupied by mixed compositions
where the visual artist or the architect have leading part (contaminated by the
collaboration with artists like Robert Rauschenberg, Andy Warhol, Marcel
Duchamps etc.). But his unique way of conceiving dance is based on the
music of John Cage. Cunningham explores both gestural and movement
compositions inspired by the aleatoric music, the non representational dance,
in combinations with video art (in the ‘70s and ‘80s), with digital art,
connections with artists like Paul Kaiser and Shelley Eshka. The
choreographer involves the serial thinking of performance, avoids gestural
repetitions. His aim is the creation of limitless variety of body expressions,
including acrobatic elements of high difficulty.

In Europe, the dance-theatre proposed by Pina Bausch “updates” the
spacial theories of Rudolf Laban (choral dance ritual), Kurt Jooss (thinking
of grupetto in terms of instrumental score, with separate lines for each
“instrument” which interferes in the group harmonically or as counterpoint),
the type of dance inspired by heroical attitudes of classical gestures imposed
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by English choreographer Anthony Tudor, and especially the German
expressionism (Mary Wigman, Gret Pallucca). Bausch combines the crucial
moments of artistic experimentalism, sacrificial expression inspired by
performing directions of theatrical stage. Her style is already consolidated in
the ‘60s (the research on ritual and sacred performance started in the
precedent decade, the influences of anthropology and Arnold van Gennep,
Victor Turner, the exponents of Mancester School of Anthropology, later the
stage directors like Brook, Grotowski, the influence of happening,
performance art, conceptual art). Her choreographies present the sublime
forms of European avangarde and the American dance experiments of the
‘30s (Ninette de Valois, George Balanchine, etc), autobiographical
fragments, profound explorations of performance, obsessive themes (the
man-woman conflict, unconcluded situations obviously treated in Caffé
Muller). The “reading” of the performance created by Bausch — placed in a
morbid atmosphere, influenced by the art of the “20s — is conditioned by a
sensitive reception, emotional, feminine, on one hand, and on the other hand,
by the research on the ritual genesis of performance, of those forces
endowed with the power of exorcism which belong to theatre. The ideas
brought by Pina Bausch from America are materialized at Folkwary
Hochscule (1962) where she collaborates with Jean Cebron. The next step is
Tantztheater Wuppertal (1973) where she establishes the core of a new
contemporary dance which involves theatre, ideas culminating later in the
mise-en-scéne’s created by Rudolf van Dantzig and Glen Tetley. Pina
Bausch conbines the non-musical modern dance with physical theatre, with
elements which emphasize the visual quality of human body on stage. She
outlines un anti-narrative dramatic discourse, mixing resonances from butoh
theatre with indian dance, dominated by conflictual rhythmic coordinates,
anti-dramatic discrepancies between auditive rhythm and the corporal
rhythm of the performer.

Thinking dance from a theatrical point of view will have irreversible
effects not only in choreography but also in theatre. There are structural
similarities with the “theatre of images” promoted by Robert Wilson, with
his fragmentary visual qualities of performance, as collage of gestures,
expressions, situations thought as repetitive strategies of organizing the
intense texture of cultural references. The performance of American
choreographer William Forsythe has obvious shades of Bausch’s style,
advancing provocative artistic interferences of the last decades, starting with
a process of blending impeccable corporeal techniques with conceptual art.
He is preoccupied by non artistic fields, which are brought in the corpus of
the performance. His career culminates in the ‘70s, becoming an illustration
of postmodernism. The dance created by Forsythe is connected to
installations and tehnical methods of last moment. His corporeal
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compositions are directed by numerical ecuations, balanced imagines,
mathematically organized. His style develops on a technical background
traced by George Balanchine (he is often compared with Balanchine),
dissasembling and recomposing the expression of traditional ballet, creating
performances coordinated by a “text” in which props are used as conceptual
art. His performative texts are conceived in post-structuralist terms (inspired
by French philosophy, Jacques Derrida, Michel Foucault, Gilles Deleuze,
etc.), applies the brechtian concepts of “scenic writing” or “spectacular text”
(Roger Planchon appreciated in these terms the technique of Bertolt Brecht).
He proposes a performative “grammar” oriented toward the main character,
the body of the performer, from an “against” linearity perspective. This
situation creates a strange illusion of dance. The performative evolution of
performers is conditioned by the unexpected interferences of other
performers (gestures, noises).

Following the same tendency imposed by postmodern dance of Pina
Bausch, the Belgian choreographer Anne Teresa de Keersmaeker is the
author of dance-theatre performances on contemporary music, works created
by Alban Berg, Arnold Schoenberg (atonalism, serialism, dodecaphonism),
creations written by lannis Xenakis and John Cage. The dance is supported
by musical architecture, by numerical structure essential to music, based on
the power of sound. In the same time, some of the fragments from
performances lack musical support. These are sustained only through
rhythmical pulse of steps, body and movement. Apparently, Keersmaeker
uses reduced formulas of movement in order to trace an elementary
geometry of body and forms. She also uses dance as expression of a dramatic
text (Heiner Muller). She founded the dance company Rosas (1983) which
later developed and had an important activity during the ‘80s and “90s.

During the ‘80s the combinatory visions of the art of dance are
accelerated by Josef Nadj, who sets the basis of performative poetics
connected to “new circus” and mechanical qualities of marionette theatre.
His background starts from the pantomime training with M. Kecskés and
Marcel Marceau. Nadj always searches for new visual and abstract textures,
new consistencies of performance, controlled absurd repetitions, collage of
events which embodie performative techniques, incorporating both aleatoric
and non-musical performing techniques, disciplinary combinations oriented
toward the concept of total art. Nadj is fascinated by experiments, not only
with musicians (Vladimir Tarasov, Akosh Szelevényi), but also with visual
artists. There is no longer a border between performer, musician, painter or
sculptor. The architecture of performance follows the ideea of total art, total
performer. For instance, the sculptor Miquel Barcelo becomes the leading
character of his bas-relief, together with Josef Nadj (Passo doble). In Les
corbeaux the centre of interest of “stagedirecting” relies in the substance of
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music, stimulating movement, gesture, action. The sound effect combines
Asian harmonic inflexion, instruments, African percution, tubes, sand
effects, saxophone which sketches improvised harmonies with allusions of
jazz. This musical background sustains Nadj’s theatrical actions which
consist in painting black lines on a cloth used as frame.

Another leitmotiv of Nadj’s performances is the stylistic mixture
between circus and drama, between butoh elements and contemporary dance,
framed in a type of space focused on the effect of image, emphasizing the
human form in motion (as both agreement and anthagonism between force
lines which construct visual composition). In the collection of essays Théatre
et interdisciplinarité edited by Catherine Naugret, the author Clémence
Coconnier — in the essay dedicated to the performance created by Josef Nadj
— remarks the circus appearance often obvious in the theatrical thinking of
the choreographer, the spatial variations which include the “body for circus”.
This processus of stylistic accumulation give birth to the characters created
by Nadj, as “dialog between mental constructions”. “The body for circus” is
endowed with fantastic dimensions unleashes without limits on stage.
Cocconier also refers to compositional similarities (relationship between
dramaturgy and space) with Tadeusz Kantor or Jan Fabre. The performance
Il n’y a plus de firmament (2003) is oriented toward the visual poetics of
Balthus, density of special dramaturgy, with ingenuous subtilities of
éclairage and transparencies, chiaroscuro mixed with sound effects and
visual codes from Asian art, artaudian violence, butoh influences. The
interference of the actor Yoshi Oida consolidates the nuances of Japanese
theatre No6. The image of performance is described by huge forms and
physiognomies engraved on the background, alternances of statuesque or
antigravity positioned bodies, anti-narrative actions, parody, symbols. 1l n’y
a plus de firmament creates a hallucinatory world through spiritual and
mental labyrinth. The performance Asobu from 2006 follows an ideea which
belongs to the surrealist painter Henry Michaux. Nadj interferes with the
same preference for thematic unity of bodies, using identical costumes,
rhythmic unison of the space. The rhythme (breaks or accelerations, the
alternances of pulses and ethos of the rhythm, exces of percution) appears as
a gravity centre of the entire performance. It is obtained through a balanced
imagine of the bodies, their movement, dance and martial arts, elements of
butoh, fabulous human compositions. Music is created with a reduced
number of instruments, dominated by percution. The harmonic structure of
the musical material is restricted to dissonant intervals, effects belonging to
electronic music, unrealistic. The priority of Nadj’s performance is both the
form and expression of the body, explored in all its manifestations,
dimentions and contorsionated movements. He applies a gestural system
with resonances of both zoomorphic and vegetal forms. The performance
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The last landscape presented at the Avignon Festival in 2005 combines
elements of circus, naive, quasi-aleatoric movements made on a background
sound, consinsting of instruments which resemble Asian metallic percussion.
The gesture (action-movement) creates sounds and rhythmical suggestions.
The characters which populate the stage are old (Nadj and Vladimir Tarasov)
with resonances from those created by Beckett and Kantor. The careful
coordinated movement intensifies the dynamics and harmonic vertical
structure (sounds which creates schock, steps which create rhythm). The
composition uses antropomorphe — zoomorphe formulas (symbols as the
man-bird, who makes bird sounds), followed by serial movements (the solo
movements of Josef Nadj), cyclical gestures (convulsions, clown
expressions, kata elements takes from japanese martial arts) sustained by
alternances of percussion and bird-sounds. More obvious than in other works
are present resonances of conceptual art in the manner of Joseph Kosuth and
Robert Raushenberg (Nadj is writing on a blackboard the word “paysage”,
the title programme of the performance). He is also inspired by the spanish
painter Miquel Barcelo, with whom will collaborate for the performance
from 2006 presented at Avignon Festival, Passo doble (musical background
is offered by Alain Mahé). The mise-en-scene is organized as a score of
events, an abstract narrative created by through the performer’s body. Nadj -
Barcelo create a new formula of the choreography — space conceived as
installation, as a dialog between the two plans (vertical and horizontal). In
Passo doble the stage is composed of clay placed on the vertical plan. The
debut of the “action” is marked by pulsations of this formless matter, until is
torn. The clay will become a live matter, the performative substance. If in
Les Corbeaux from 2010, painting represents the priority of stage direction,
in Passo doble the director’s target is coordinated by the action of modeling
clay, a matter which can be easily scratched, engraved with abstract and
primitive forms. The artist’s performance, the conflict and coalescence with
the clay in the end is the very essence of the show. The effort of both
performers, Nadj and Barcelo, culminates in the processus of creation of
fabulous head-masks which remind of the Ancient egiptian deities, or the
ceramic composite figures of Barcelo’s sculptures. The clay is the unique
matter of scenography, symbol of the genesis, vital force, stimulus of life.
The performers coalesce with this matter, the scenic “situations” are created
through the pictorial use of the body (resonaces with Yves Klein’s art who
used the body of the models for “painting”). The mise-en-scene is
emblematic for the dialogue between performance art and dance theatre. The
visual component part of the performance is the live sculpture,
metamorphosis of form, the mythe of life appeared from clay.

Starting with the ‘90s the dance-theatre phenomenon knows
unexpected turns. It is the case of Kitsou Dubois who is inspired by the
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training of astronauts. The theatricallity proposed by Dubois explores the
gravity and the energy of the spaces (personal experiments at NASA). She
recomposes imagines compatible with imponderability of the astronauts who
float in a space without gravity. She also gathers abstract elements from
different Asian geographical areas, mixed with the Merce Cunningham’s
formalism. The arguments are searched in sciences (Einstein — special
theories) and other sources consulted at National Centre of Spacial Studies
from France. All the elements used - theatrical, corporeal — have sensitive
connexions with visual arts (the case of Arthur Woods with his sculpture
Cosmic dancer from 1993 created from nine sides disposed in sharp angles
as a perfect geometrical composition). The performance Trajectoire fluide is
sustained by a musical background compatible with the “music of the
spheres”, electronic harmonies, vibrated rhythms, subtle effects, gong,
metalic sounds. The movement in space develops from manipulating the
body as an elastic arch. The dramaturgy of performance is continuously
redefined by projections, geometrical plans dominated by fluid imagines
(water, abstract forms). The projections unfold in the same time with the
anti-gravity body. Sous le vertige emphasizes the simplicity of the stage and
the vertical performance of the actor. The only functional element of the
stage is a diagonal rotative pillar which permits bold manipulations of the
body, with acrobatic elements. The art of dance, conceived by Dubois,
eliminates the traditional coordinates. It is sometimes misunderstood as
physical theatre, is translated through complex visual language (from
abstract to surrealism). The theatrical compositions aim to the scientific side
of performance, defy the limits, searches the “pure” movement coordinated
after the geometric laws of space. The “place” of performance is the vertical
plan and the “air” of the stage.

The researche and the new targets of the dance-theatre genre will,
undoubtedly, continue. Directors and choreographers create unexpected
connexions, visual shock, overwhelming experiences. The complex
phenomenon dance-theatre had followed both the reforms in the visual arts
(happening, performance art, conceptual art) from the corporeal revolution
untill the physical theatre (the consequences of the training promoted by
Jaques Lecoq). It is a nonconformist art, a ‘total art”, conditioned by the
theatrical revolution of the body in the XXth century, its expression and
independence from music. Either connected to the technical involvement in
order to “compete” with the visual effects of the recent cinema, or the
imagine is contaminated by the both abstract and geometric visual references
of the urbanism, the dance-theatre is an emblematic product of the stage of
the last artistic decades.
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On Cabotines
Doru AFTANASIU®

Abstract: Why are we so upset because of cabotin actors? Perhaps there
isn’t any actor's art teacher that does not sometimes mention to the student,
when his performance is heading for a not required comic role or a not
required default stage situation, saying, almost invariably, the same reply :
"Do not be a cabotine!". The cabotine almost never escapes the watchful eye
of a theater critic, who, sometimes without seeing the good things,
remembers him as "guilty" and ruthlessly punishes him, from a nimb, in the
performance subsequent chronic. Even a good part of the audience turns out
to be quite impatient with him, making him feel the hall’s coldness, making
him feel that all the hard work does not pay off. That sense of the scene
partner, used during the show, serves the actor even in his relation with the
public. Every theater practitioner knows this. There is no urgent need to be
hilarious, loud laughter in the audience, to know that you are funny in a
certain moment of the show. There's no need for applause after each
spectacular sequence on the stage to know that you were really quite
dramatic in the interpretation. You just feel that the public “is with you".

Key words: cabotine, theatrical pedagogy, actor

Why are we so upset because of cabotin actors? Perhaps there isn’t
any actor's art teacher that does not sometimes mention to the student, when
his performance is heading for a not required comic role or a not required
default stage situation, saying, almost invariably, the same reply : "Do not be
a cabotine!". The cabotine almost never escapes the watchful eye of a theater
critic, who, sometimes without seeing the good things, remembers him as
"guilty” and ruthlessly punishes him, from a nimb, in the performance
subsequent chronic. Even a good part of the audience turns out to be quite
impatient with him, making him feel the hall’s coldness, making him feel
that all the hard work does not pay off. That sense of the scene partner, used
during the show, serves the actor even in his relation with the public. Every
theater practitioner knows this. There is no urgent need to be hilarious, loud
laughter in the audience, to know that you are funny in a certain moment of
the show. There's no need for applause after each spectacular sequence on
the stage to know that you were really quite dramatic in the interpretation.
You just feel that the public “is with you"... Or maybe not? Perhaps, on the

* Lecturer at Drama Department, George Enescu University of Arts from Iasi, actor at
»Vasile Alecsanri” National Theater.
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contrary , you feel so aimed by the room’s icy eyes, making you want to run
to the cabins and never get out of there. When you dominate the stage
audience feels it. You even feel the other way around (an absolutely
unwanted situation). So you can feel when you're a cabotin, can’t you? And
the public can accept you , maybe even more, applaud you for that, or, just
by the way it looks at you, disapprove of you, a situation that almost always
frightens you.

When should, nevertheless, the cabotine act rejected? And when it
can be allowed? Could it be allowed?

What does the word "cabotine”, after all, means?. The easiest source
available to every person who uses a computer (even when drafting an article
), DEX Online , explains us: "cabotine. 1. Light mediocre actor who seeks
easy success by easy means; p. ext. person trying to get noticed by theatrical
behavior . 2. (in the past, in France) Stroller . - From fr. cabotin." DEX
online offers several definitions, but they all lead us to the same idea, almost
without difference. This means tath this word comes from French and
originally defined a man who earned his living by traveling from one place
to another, perhaps accompanied by a band, and practicing the craft of
acting. What does have to do with the lack of talent, with mediocrity? Or is it
associated with that of "buffoon™ or "clown"? Isn’t it possible, in this case,
that the Romanian term acquire, over time, a pejorative connotation? The
other two explanations have been a bit distorted lately, especially in acting.
But we know that in acting this word has gained a wider acceptance. It is
said sometimes about a comedian with great success from the public that he
is "a big cabotine”. And the expression is not critical or malicious.
Conversely, those who make this statement expresses so much admiration
for the actor.

Hence the term "cabotine™ can sometimes lead us to the idea of
"successful actor"”. Indeed, there are actors who use certain formulas; once
found, they bring to the public, consciously repeating a series of gags and
using the same means of expression, recipes that they know are successful.
And the audience, surprisingly, not only does not rejects these formulas , but
also seems to ask insistently and sometimes is willing to reward that
performance quite generously with both applause and money. Not to despise
the idea. After all the "professional actor” means , first of all , " acting
professionally " , the man who lives by this profession . So it is not
despicable that he seeks to live as well as possible. Therefore, the
compromise of an artificial act (for the real meaning of the cabotin act) is
one, deliberately, accepted sometimes even cultivated.

What remains of the great theater’s men amendments? Camil
Petrescu, for example, quite firmly condemns these trends: " actor stars
appropriate gestures, especially mimic the voice, but also physically, uses
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pancific gestures, try the text mimics on some rhetorical couplets , different
from the text and different from the real sense, but being once successeful,
usually some formulas, of an acting career ... " Here, he denounces the
mannerist act , as a source of many failures in the stage . There are common
elements in the cabotin act and the mannerist act . But are them the same? It
probably often reaches to an undeserved confusion. It is necessary, in this
case, to remind us of some major actors of the world, that not once was said
of them, in fact, to be some big cabotins. For example, famous Romanian
comedians as Horatiu Malaiele or Dem Radulescu. Somehow, these artists
use the "easy ways " - as suggested by the dictionary - to excite the laughter
of the audience? What about Toma Caragiu , of whom we know that he
repeated, both on stage and film, some formulas of great effect? Maybe just
for them those means were easy. We precisely know that they aroused and
excited laughter, honest healthy laughter, of the yesterday’s and today‘s
audiences. And we know that the audience laugh at what happens on stage or
on the screen only in the moment when it sees the truth, only when it sees
himself in that situation. In fact, it is laughing at his own condition , even if
it's not aware of it. We can remember even other great screen comedians ,
actors known worldwide, who can be truly some pillars of comedy . Who
can remain indifferent and cold on the humor of the comedian Louis de
Funes ? Yet he was using an arsenal of gestures , mimic , voice , lots of
grimaces , that are a true recipe on the same name : Funes. What about Stan
Laurel and Oliver Hardy and their usage of some effect formulas? Of course.
But the two clowns of the screen thrilled and delighted generations, just by
playing their cabotin act.

There are not the only actors who used some recipes to acquire public
adulation . I gave a few examples. But these people can be charged as being
mannerist or non-creative? If we watch more movies with Louis de Funes ,
for example, we conclude that the artist seems to have been obsessed all his
life by the study of a particular character. And that is a real character
typology, which the great French actor managed to satirize in a downright
brilliant way: Head small , humble individual that tyrannical superiors and
subordinates. But of course, not exactly being what is called a holy actor, as
the way Grotowsky let us understand how should an ideal actor look.
However, one can not deny the value of the inheritance left by the comedy
film titan. All those great comedians - on scene or on screen - which could be
accused of playing a cabotin act have a common point: the public likes. Once
being loved, they can speak to the public from the stage (or from the screen).
And we can be sure that their message is really perceived by the public.

We, therefore identify, another kind of a cabotine: an educated, good
cabotin. He uses, indeed, an arsenal of tricks to conquer the audience. But
even if the distance to the holy actor is already measured in light years in his
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case , does not mean that he is not an authentic creator . If you know of its
existence , then we need to know about the bad cabotin . No matter what
distance is between the first cabotin and the holy actor, the second certainly
can be classified as a gallant actor , actor that Grotowsky seems to despise,
bringing his expertise in scene "an accumulation of methods and tricks
gestures”. It is probably the same type of cabotine that Camil Petrescu
concerns when anathematizing the mannerist act, templated, capped with no
artistic result of a bad actor: "he therefore seeks effects over the text that
often contradicts the text. Voice inflates can offer sound opportunities, in
beautiful contortions, in different accents, mimicry becomes excessive,
acrobatic, physical advantage becomes exhibition”. Especially in comedy,
the bad cabotine seeks the effect for the sake of the effect, without an ending.
How can he show the effect without context , without substance? Can it be
called Effect? No, never. We speak, in the best case, of mannerism . In the
the worst way of some grimaces without any substance. You leave out of
text’s logic, you leave out the directing logic, the overall atmosphere of the
show , you leave out even the general line of the personal interpretation of
the role - if there was one, there is a real danger to unbalance the show
(depending on the time of the sin) . All this, just to embarrass yourself in
front of the public. Because, let 's be clear , when you're ridiculous on stage,
the ones you want so ardently to be personal fans will give you exactly the
opposite : the deepest contempt .

We conclude that , to make use of tricks and effects, you need a lot of
artistic intelligence , but also some experience . Therefore a young actor who
feels - and was even confirmed , even before graduation - that is particularly
gifted in comedy parts, should not be too hasty in conquering the public.
There were even cases when fresh graduates just out of drama school,
immediately hired in a professional theater, precisely because of their comic
talent, gave up this job after less than three seasons . Pretty sad, is not it ?
But how was it possible? Simply, in a theatre come and go different theater
directors. Some will ask you if you know anything else besides comedy.
When people notice that you cannot or that you refuse to get out of that
cliché roles, the roles you are hired in become increasingly smaller. In time
they disappear altogether. What promises to be a successful future career
becomes unemployment.

But not always the young comic is guilty of what it is happening . If
there really is a cabotin actor , we must recognize the existence of the
cabotin director. Fortunately, none of them are so many . But when there are,
and the two meet, we are witnessing the birth of a safe way to crash an
artistic act. The cabotin director distributes the non- experienced comic,
seeing in him the key to the success of the performance. He will eventually
ask him to do what he did in other acting situations, even if, by no means, the
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show may require so. No point to mention in the debate about grat comic
texts destroyed by directors who were seduced by the light comics. The
young are seduced by future success, outdoing themselves in the usage of
easy humor, of nonsensical comic effect . Maybe the audience will enjoy the
moment. But the actor will be lost without even realizing it. Will start in the
following roles to seek humor, even where there is not. There will be no way
to avoid further damage of other writings, and with them, will self-destruct
the actor. There are examples in this regard , but it is pointless to present
them; primarily for kindness and secondly for the belief that things will come
in one day , on a normal path . In this sense , among others, a decisive role
can be played even by the critics.

It may be , indeed , a very serious problem , because there is a risk
that an actor or a director with great potential to be lost in the process, a
destroy that affects both him and the viewer , the latter being deprived of a
future - maybe - great artist. In theater, however , if there is a problem , there
is a solution. And it can be a simple one : avoiding the rush to be successful
as possible and as easy .. After all , we must remember why we chose the
way of acting or directed to that feeling in us, above all , starting to play on
stage or directly, without caring too much stardom . This status may come in
the future. And if not ... there's no harm. You must be aware of the way and
we expect that at least the theater , now in the era of high-performance
television , cinema , internet , etc. can hardly produce stars. We can,
therefore , "resign” and seek the “humbly” for the status of a creator.

Since we talked about the cabotin actor and director, isn’t there a
cabotin author ? Of course there is. It's not always clear how some text get,
more or less comic ones, manifestly devoided of any literary value, with a
dramatic offer extremely thin, sometimes vulgar text that is regarded as a
irreplaceable commercial item, public bringer (ie receipts), to be played
sometimes by major theaters . Even the most skillful director can handle hard
enough in a dramatic productions, hunting scruffy comic effects without
motivation. Even experienced actors breathed hard trying to save as
honorable from the meeting with a text free amateur antics. Such texts may
be bad news for everyone, especially for an inexperienced actor or a director.
The risk of becoming non-professional is quite high, as the text itself may
impose cabotine interpretations . Once this happens , those involved should
be very careful on the conclusions. When the conclusion is that "well , sorry ,
I know it was laughter in the hall" means that those professionals have ... a
professional matter . And for this kind of playwright there may be a solution
. not to write plays. Even in this matter, we do not give examples for the
same reasons outlined above.

Of course, any art is not necessarily meant to provide society with
solutions, answers, certainty ... It is not necessarily to offer young people a
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moral education. Maybe, at least, one more aesthetic. Art should rather ask
questions. But when you propose to the public some easy theatrical formulas,
without any foundation, when you present more immediate consequences,
without wondering (or wondering) about the reasons, is like trying to cure a
cancer patient applying and rubbing with Carmol.

In conclusion, you could be a cabotine on the stage (good taste, of
course) but only if it allows you the luxury of common sense. It is
recommended, at least at the beginning of a career in acting, to avoid the
area. As any practitioner of any form of art, the great comic is to be born
naturally, not to be manufactured.
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From Utopia to Stage
Anca-Maria RUSU*®

Abstract: The beginning of the twentieth century witnessed the imposing in
theatre movement of the personality of the director, giving to it complex,
artistic, organizational, theoretical and pedagogical tasks. The theatre
performance is unthinkable without his decisive contribution also in the
establishing of theatre repertoire, actor training and in giving a specific style
to a company he directs. Being an animator, spiritual and ideological leader,
the director has the central role in the life of theatre and performance
production — his role is essential — his concepts, creative thinking become a
law. The first decades of the last century brought about few names of
directors that shaped the lines of the modern art of theatre, from them
developed the majority of directors who gave personality and a special place
to theatre in the modern artistic movement. We present two personalities
who created new means and forms of stage expression; their vision
sometimes has been seen as utopian, today being viewed as reformers of the
art of theatre and of theatre as an independent art: Vsevolod Meyerhold and
Edward Gordon Craig.

Key-words: director, aesthetic program, body expressivity, biomechanics,
over-puppet

The personality of the director had been more strongly imposed starting
with the beginning of the XX century in the theatre movement, theatre
directing acquiring the status of a science, ,,the science of representing drama
works” as lon Sava called it. Directing becomes complex, the director is given
artistic, organizational, theoretical and pedagogical tasks, theatre performance
is unthinkable without his contribution, at the same time, the director becomes
responsible for the general activities if the theatre, he is in charge with setting-
up the repertoire, actor training, company development and giving it a specific
style. Being an animator, spiritual and ideological leader, the director has the
central role in the life of theatre and performance production — his role is
essential — his concepts, creative thinking become a law. He has the mission to
create the consonance between the meaning of the dramatic text and stage
signs. ,,Director’s reading— wrote Meyerhold — correlated the whole work.
Attracting the actors into the passion towards the work, the director pours into
them also the soul of the author and his own interpretation.”

* Professor at Drama Department, George Enescu University of Arts from Tasi
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The first decades of the XX century imposed the names of few of directors
that shaped the lines of the modern art of theatre, from them developed the
majority of directors who gave personality and a special place to theatre in the
modern artistic movement. We will present the two personalities that opened
the theatre horizon through their utopian theories by creating new means and
forms of stage expression: Vsevolod Meyerhold and Edward Gordon Craig.

Former assistant of Stanislavski at the arts Theatre in Moscow and at the
experimental Studio, Vsevolod Meyerhold broke away from the influence of
his teacher and went on his own way; first, he abandoned detailed, realist decor
of the time and opted for the impressionist vision together with scenographers
Sapunov and Sudeikin. Meyerhold abandons the Stanislavskian principle of
accurate depiction of ,pictures of life” in favour of impression, emotional
reaction obtained by means of color — a purely pictorial principle. In the Death
of Tintagiles by Maeterlinck, for example, even if the objects and space were
concrete (sea shore, an alley of cypresses, a palace, a room), all decorations
were blue-green. On the other hand, the young director followed the idea of
still theatre, with slow movements that were not a plastic copy of the real
movement of the man but were reflecting the ,,the music of movement”,
corresponding to the hidden meaning of the text. In some moments, actors
were suddenly dumbfounded looking as animated sculptures. Thus, the so-
called Meyerholdian ,relieves” were born.

After leaving the Studio in Moscow, Meyerhold arrives to Saint Petersburg
to the theatre of Vera Komissarjevskaia, where he produces with great
boldness, Hedda Gabler by Ibsen. The world that surrounded Hedda was
imagined by the heroine and the beauty that she dreamed of was presented in
stage in impressionist decors, dominated by picturesque and color. As in the
performance Sister Beatrice (text by Maeterlinck), Sudeikin’s decors were
reviewed by critics as a real ,,musical accompaniment”. Framing living bodies
between decorative panels, Meyerhold was seeking to obtain the statuary
appearance of actors, living relieves and quasi-choreographic movement. The
actors were outraged. Komissarjevskaia reproached him that he wanted to the
theatre of living actors into a puppet theatre and fired him. But Meyerhold
managed to produce A. Blok’s play — The Fairground Booth, with the
scenographer Nikolai Sapunov. Here he introduced the theatre in the theatre,
abolishing the boundary between stage and audience, by attacking with
courage the traditional ,,box” and fighting for closeness between the actor and
the viewer. Moreover, in the production of Don Juan by Moliére, he
lengthened the proscenium towards spectators and the action tool place in
highly lighted room. A new theatre aesthetics appears based on the theatre-
temple as a form of communication between the stage and the audience.
Meyerhold had also been drawn by the improvised performance of Commedia
dell’arte, by the masks that he considered to be the eternal symbols of creation
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and innovation in theatre as in Japanese theatre, besides even Lermontov’s
Masquerade brought on stage all the Commedia’s masks combining
unexpectedly romanticism with the fantastic and the exorbitant luxury with an
extremely alert pace of production that explains its success that lasted 25 years
until 1941 when a bomb destroyed the decor.

After the war, at RSFSR Theatre, Meyerhold promotes the rally-
performance underlining the contrast between life’s brutality and the stage
poetry. The street penetrates the theatre. The comfort of theatre is dissolved.
People could eat sunflower seeds and throw cigarette butts. Brave and
impetuous, Meyerhold threw away old decors in the storeroom replacing them
with decors made from iron, wood, rope and wire, he stripped the brick walls
and glued caricatures, posters and slogan on the walls in the hallways as on
streets. The stage was geometrical; cubes, cylinders, triangles, squares colored
in gray-silver stood out against a background of plywood in a circle, colored in
red. Meyerhold will abandon cubist and futurist relieves (challenges to plane
decors specific to theatrical illusion) in favour of stairs and bridges in
constructivist-type of productions consonant with the life of mechanized
society with the triumph of the machine age, which will later take root in
modern theater. Was this just a stage in the work of the Russian director? In
time, constructivism or the method of stage divestment will come to an end.
Constructions start to recover their body, dress, color and even withdraw from
the foreground and when these remain on stage, these just become have the
role of an image that suggests the place and time of action.

Regarding the art of acting, Vsevolod Meyerhold, separating from
Stanislavski, starting with 1905 he already went his own way, opting for a
theatre in which the language of gestures was essential and asking actors to
have a musical or sculptural stage discourse, a slim body, be flexible ,,as wax”
but also to have ,drill”, that would lead them to ecstasy attained only in
»creative solitude cell” as to recover the sacred dimension of theater. Not
wishing to create to create a kaleidoscope of naturalistic productions, he
expected the removal of unnecessary accessories to bring to the fore the
"creative initiative of the actor", whose body should be a perfectly trained tool,
i.e. trained by appropriate exercises of "biomechanics”. Biomechanics — a
mechanics of living forms aimed at the formal expression of the emotional
background — is maybe one of the most representative parts of Meyerholdian
thinking and creation. The outcomes of his research are hidden behind these
names, from movement to stillness, from sounds to scenography, word or
music, all influencing the spectator’s psyche through plasticity and
expressiveness of the total actor's body. In addition, stylized convention, tragic
grotesque, plastic design, static theater and mechanical devices that Meyerhold
imagined, theorized and applied, led to unexpected metamorphosis of Russian
and European performing arts in the early decades of the last century. Even
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more, the creative thought of the "ideas climber”, of this tragic "enlightened
pirate” who dynamited the conservative art, considering the art to be school
where the freedom of spirit is learnt, he comes back nowadays transformed,
enriched, directly or indirectly, in the work of many contemporary directors.

Vsevolod Meyerhold is the first important director (actor, director and
scenographer) cut after the model thought by the provocative English theorist,
Edward Gordon Craig: the professional director, director-leader whose
authority can not be questioned, only one able to ensure the artistic value of a
stage production. Craig brings a new concept and a new technique to the
theater, protesting against realism and naturalism that had invaded the stage
that imposed historic truth in the style and costume of a dramatic
representation. He has a negative opinion about the actor, accusing him of
being the slave of a routine slave of what he has learned and is not able to
create: "All he can do if he wants us to see the poetry of a kiss, the ardor of a
battle or the death ordeal is to copy in a servile, photographic manner, reality:
he kisses, fights and mimics death”, we read in About the Art of Theater
(1911). Such actors, "ventriloquists and naturalists”, believe that to give life to
work of art is to produce a material, rough, immediate imitation of reality. Or
the human body can not be an art tool, a means of artistic expression, because
it is imperfect.

As Meyerhold which aims to reshape the role of body in theatrical act,
Craig talks about the very nature of the human body, full of weaknesses (to
which Diderot had referred almost two centuries earlier); taking a stand against
the disorder caused by this nature, against uncertainty and anarchy imposed by
the uncontrolled, artless sensitivity. Actor’s thinking— says Craig — is
dominated by his emotions, ,that gets to destroy what thinking wanted to
create”. So, what an actor is depicting is not a masterpiece, but "a series of
involuntary confessions"”, subject to no rules. The actor can not become a true
artist but abiding by strict rules placed above personal feelings and sensitivity,
respecting a manner of play based on symbolic gestures that would explain the
"spirit of things". Life in itself is not for him a , motive of art”. Art is an
artifice and a constraint, a limited difficulty by having to respect tough rules.
Moreover, life is the one that imitates art.

It is a transient opinion as later Craig will use a much stronger one: no need
for an actor in the theater; this being full of flaws should disappear, together
with dramatic naturalism, being replaced by an invention of modern direction:
over-puppet. In parallel, the English director expected the release of English
theatre from the tyranny of the text. He believed a performance to be sad, in
which a man expresses the thoughts of another man, as he conceived it but
inhibiting for his own personality: ,,Human nature will revolt when it is forced
to be a slave or simple speaker for another man”. Or: ,,I believe there will be a
time when we will be able to create works of art in theatre without using

152



THEATRICAL COLLOQUIA

printed press and actors.” Craig aimed not only to defend theatre from text and
from imperfect actors but also from painting (as it was used in Meiningen
theatre, from were it had spread out all over Europe) and, also, against music
(as it was imposed by the musical drama of Wagner). And this because he
understood theatre as an independent art that was invaded by other arts and it
was not sufficiently defended by its artists: ,,...painters and musicians, as well
as writers, get bored with their arts and think of taking over theatre. Well, my
mission is to denounce them, to give theatre to those who were born for it. We
will have it. Today, tomorrow, maybe in one hundred years, it will be ours.”.
The theatre that Craig dreams of has at its foundation the idea of
movement, with an aspiration towards the absolute. He himself confesses that
he means simple, perfect movements, basic rhythms: ,,Great movements will
not be caught before several thousand years. But with them comes great
happiness as we get closer than we have ever been to perfect balance.” And he
hopes that the art of theatre, born from movement will be ,,the first and last
universal faith”. Beyond this vision, illusion — which is not really utopian — we
discover Craig’s messianic conception and some beliefs that had been used by
theatre reformers, even if his directing practice was limited to decor sketches
and to production of few plays in different European capitals. First is the idea
that theatre is an independent art, the destiny of which belongs entirely to its
director, a creative personality, holder of an aesthetic and decision-making
program that ensures that the project and its artistic unity are achieved.
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The Limits of the Romanian Drama And How to Go Beyond
Them

Laura BILIC®

Abstract: During the Communist period the limits of Romanian drama were
settled by The Party. After the Revolution that had taken place in December
1989, The Romanian drama underwent a whole process of changing. The
Romanian playwrights had been used to censorship for decades, but starting
with the 90s they begun to exert one of the rights that had been denied to
them — the right to express themselves freely. We would deal with three
famous playwrights — one who had been appreciated before the 90s and was
still appreciated after the 90s, one who had been censored in the 80s and that
managed to express himself freely in the 90s, and one modern author. The
90s were a period dominated by confusion with the playwrights and the
drama promotors making efforts to adapt themselves to the new reality by
using their newly — acquiredright to express themselves freely. If “freedom”
IS a subjective matter and means the right to choose, then “the limits” must
be settled by each and every artist.

Key-words: freedom of expression, contemporary drama, critical reception

During the Communist period the limits of the Romanian drama were
settled by The Party. After the Revolution that had taken place in December
1989, The Romanian drama underwent a whole process of changing. The
question that arose in everybody’s minds was “The Political Revolution was
in fact an Evolution or just a replacement of the limits imposed by the
Communist party with new, democratic limits?” The Romanian playwrights
had been used with censorship for decades, but starting with the 90s they
begun to exert one of the rights that had been denied to them — the right to
express themselves freely.

The playwright that adapted himself perfectly to the new social order
was Dumitru Solomon, an author that had been fully appreciated by the
Communists and who managed to be on top after the Political Revolution.
Dumitru Solomon’s plays are metaphorical and philosophical, abounding in
ideas, meanings and connotations. One of his most famous writings is the
trilogy Socrates, Plato, Diogenes The Dog that meditates an the relationships
that are born between men and society, life, their own destinies. The
playwright warns the readers that the trilogy is not about historical

* Teaching assistent, Drama Department of George Enescu University of Arts from Tasi
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reconstitutions and dramatized biographies and that the documents inserted
in the play are nothing but a pretext for “a metaphor of the universal and
contemporary man and of the human spirit fighting itself.” 18

The Romanian drama from the Communist period was abounding in
metaphors. Dumitru Solomon makes no exception from this rule, but what is
unique about this playwright is that he has not given up methaphors when
writing in the 90s. His play Personality Transfer, for example, is inspired by
one of Jaroslav Hasek’s short stories, the plot taking place in Prague, in The
Austro-Hungarian Empire at the beginning of the 20th century at a time
when The power was manipulating the citizens at its own will. The same
theme would be reinterated five years later in the play The Repeatable
Balcony Scene that won UNITER’s highest aword for ,,The Romanian Best
Play of The Year”. Even if this play is, like the rest of Solomon’s works, a
swing between reality and fiction, Dumitru Solomon accurately portrays the
contemporary man who is characterized by cowardice and helplessness. ,,The
Balcony” as a metaphor of an essential place in the Political Revolution of
1989 is in fact ,,a fundamental political element”. 1%

The main characters in the real world are two anonymous young
people named A and B while in the fictional world we have three characters:
Romeo, Juliet and The Nurse. Resembling Matei Visniec’s characters, A is
totally undecided, thinking too much, but hesitating to act since his ,,fear”
has killed his will and motivations. A wants to get on the balcony, to get rid
of his uncertainties, to give up his old habits and to become a courageous
person, but each step he takes means a new doubt: ,,It’s over! It’s now or
never. | have been hesitating for over an year. (...) What could go wrong?
The ladder might break. That’s impossible. | have tried it a million times.
The balcony might fall. These were the arguments for his hesitations. The
alibis for his cowardice.” *° B is just the opposite of A; he is weary of life
because he understands that the world must be ruled by making use of
practice, not of theories:

»A: Are you capable of mounting this ladder to the balcony over there?
B: Is it broken?
A: No.
B: Then, why wouldn’t | be capable?
A: Didn’t you say that we are all uselessly moving around?
B: So what? That’s theory.” **

198 Apud. Mircea Ghitulescu, The History of Contemporary Romanian Drama, Publishing
House “Albatros”, Bucharest, 2000, p. 268.

199 Dumitru Solomon, introduction to The Repeatable Balcony Scene, Publishing House
“Unitext”, Bucharest, 1995, p. 62.

19 Bumitru Solomon, g.w., p. 286.

1 1dem, p. 288.
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And, since ,,the world is made up of realities and illusions”**?, Romeo,
Juliet and The Nurse appear on stage. All five characters start plying a kind
of hide-and-see game in which everybody is trying to win supremacy over
the balcony. Thus, the play becomes a meditation on The Revolution of
1989, its consequences and the afterwards events:

»B: Nurse, let’s have a committee!
The Nurse: What kind of committee?
B: A rulling committe.

Get out of here, all of you, if you don’t want me to call the Police, the
firemen and the miners.”**?

It turns out that dictatorship had been erased in vain while its palce
was taken by ,,democraship” because nothing has really changed, the world
is still made up of cowards and parvenus: ,,B (talking to A as if A were a
child): But who is now in the much-dreamed of, wanted and avoided
balcony, who is now enjoying the positive, but undeserved consequences of
a lame, disgusting, abominable cowardice?”*'*

At the end of the play A addresses the audience directly, encouraging
them to flee the real world and to take refuge in their imaginary world, the
only place where they could attain freedom (inner or social freedom): , A:
It’s all over here! You are all useless here... Run until the real world swalows
you up! Get into the pure world of imagination... of non-reality!”**®

Unlike Dumitru Solomon, losif Naghiu is a playwright who had been
censored during Communism, but who was awarded in the 90s. His play The
Special Hospital was declared The Best Romanian Play of 1993. losif
Naghiu had written poetry in the 60s, then turned to drama in the 70s. His
plays Celluloid, Hitch Hiking and Blindfolded brought him fame, but also
turned him into a ,,forbidden” playwright. Blindfolded was staged under the
title of Darkness being a comical parable of the intelectual man under the
attack of evil forces. The theatre performance was banned the next year,
although Naghiu had declared that the play has nothing to do with reality:
»The play is a parable, it’s all a convention. We do not have to look for
similaritie with real life — that was not my purpose since plays like mine do
not intend to slice up life.”*°

Marked not only by the Communist regime, but also by the
consequences of The Political Revolution, losif Naghiu has tried in the 90s

12 |dem, p. 289.

113 |dem, pp. 294-297.

14 | dem, p. 298.

115 |dem, p. 301-302.

1% How do you play? (interview with the team from the show The Darkness by losif Naghiu,
at "Bulandra Theatre", “The Theatre”, no. 11 (year XV), nov 1970, p. 13, source:
http://www.cimec.ro/.
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to exorcize the demons of the former state. The plot of The Special Hospital
unfolds in front of the readers eyes in a hospital where the ex-revolution men
are being experimented on. The 90s society has to be marally cured, so in the
same ward we find Pitu (a so-called hero who tells the nurse: ,,Well, miss, if
being a hero means being an asshole or an idiot, you’re right, I’m some kind
of hero”)**" and Lautaru (a so-called terrorist). The fact that both the victim
and the perpretator share the same ward (which is symbolically numbered
22™8) is paradoxical. Pitu keeps on giggling even if he has been shot in a
buttock by Lautaru while Lautaru whose medical tests are perfect seems to
be more dead than alive.

The Revolution of 1989 is, according to losif Naghiu, a farce. Pit, the
one who put all his hopes into the Revolution, bitterly concludes at the end
of the play: ,,After a whole life uselessly spent, a revolution, a run-away
dictator, a night full of hopes and shootings, all I got was a bullet in my butt
and an admission to a special hospital, in a special ward.”**® The characters
of the play are in vain trying to find the ones guilty — ,,who shot us?” is the
question that was in everyone’s mind: ,,Suciu (a military attorney): Behind
thesel\é\(/)alls of the hospital, the whole nation wants to know who the terrorists
are!”

Alina Mungiu-Pippidi is a playwright who has never confronted
herself with censorship, but still gives new meanings to the concept of ,,free
writing”. Alina Mungiu-Pippidi is a Romanian political scientist who
»announces” a new generation of playwrights. Her most famous playwright
The Evangelists won the award The Best Romanian Play of 1992 and its only
mise en scene was in 2005 at Ateneul Tatarasi, lasi, under the directing of
Benoit Vitse. The Evangelists was thought to be a blasphemy since Andrei
Serban, the manager of The National Theatre from Bucharest, gave up the
project of putting the play into stage after his first encounter with the cast.
The critic Marian Popescu recounts this moment: ,, The actors and the higher
management decided that The Evangelists cannot be put into stage at the
National Theatre. | heard that the manager of the theatre said off the record
that the playwright’s point of view was a marxist one. At that time it was
fashionable and advisable to abjure Marxism (in fact Communism) since
many actors had been used to praise The Communist Party and its leader

7 |osif Naghiu, The Special Hospital and The Romanian Dream and The Man of The
Broken Revolution, New Plays Collection, The Romanian Playwrights series, Publishing
House “Unitext”, Bucharest, 1997, p. 18.

118 On 22™ December 1989 The Revolutionary Committee that was in power at that moment
wrote a manifesto entitled “Tirany is off!”

19 | osif Naghiu, g.w., p. 20.

120 1dem, p. 21.
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before the 90s. Then and now people thought and still think that the play is a
blasphemy.”?

Saint Paul and Jesus order a Rhetoric teacher, Kerintos, and his four
apprentices — John, Luke, Mark and Matthew — to write a story about Jesus’
birth, life, crucifixion and resurrection. The playwright takes all that is sacred
out of Jesus, portrayin him as a coward who ran away from his crucifixion,
accepted Judas’ coins and spent his whole life doing nothing instead of
miracles.

Despite the apparent air of blasphemy it all comes down to freedom.
Alina Mungiu-Pippidi declared that: ,, The Evangelists is a play about the
freedom of speech. The play does not intend to tell any truth about Jesus or
faith, but to talk about the intellectual choice between tolerance and
bigotism.” Benoit Vitse motivated his choice: ,,What really made me put this
play into scene is the fact that | had found the text in a French collection of
plays entitled Apres la censure. So we are how in a period where we have no
more censorship, but this play was never enacted on a stage. So we are still
living in censorship. The Evangelists is a play about religious, political and
sexual freedom.”

Nowdays, ten years after the firs mise en scene we confront ourselves
with the same questions: Are the representatives of The Church entitled to
judge a work of art? Does a work of art have to be evaluated according to
thematic criteria? Does The Church do now what the Communist Party used
to do befor the 90s? The playwright offers an answer: ,We live in a
hypocritical society just like that of Ceausescu’s. Before the 90s we were
Communists, now we areOrthodox. Our fake Chirsrianuty hides a terirble
backwardness.”*#

Despite the reactions that followed the mise en scene, its end does not
contradict the Christian dogma. Paul poisons all the people who wrote the
Gospels, including Jesus who dared to protest against Paul’s crimes. But
Jesus rises from the dead and all he can do is watch the scene pitifully and
say to the woman he loves: ,, Tonight we shall be together in Heaven!”

Every man’s right to ,,free speech” turns out in the end to be a
subjective and individual notion. The well known critic Ludmila Patlanjoglu
wrote an article in 2005 in which she appreciated ,,that only the value of a
text justifies the audacity of rethinking one of the world’s greatest myths.
This text has no value and the feelings that | had when | read it were of
revolt and pity towards an author that understood nothing of the mystery of

121 Marian Popescu, Of reason and faith. The Evengelists, “The Cultural Observatory”, no.
299/dec. 2005, source: http://www.observatorcultural.ro/

122 Mirel Bran (correspondent “Le Monde”), En Roumanie, I'onde de choc des
«Evanggélistes», ,,Le Monde”, 2nd feb/2006, source: www.lemonde.fr, (our translation).
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Resurrection.”*?® On the other hand, Oltita Cintec wrote after the premiere at
Ateneul Tatarasi: ,,A literary text should not be judged by means of the holy
books. Alina Mungiu-Pippidi’s lines are not and do ot intend to be taken for
granted as if they had been taken from a gospel. Thus play is not a
blasphemy; it is a text with real qualities, a re-interpretetion of a myth, a
game of ,what would have happened if.””
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,» Visibility” of Yoshi Oida’s Art

Tamara CONSTANTINESCU®

Abstract: Peter Brook brought important contribution to the revival of the
art of theatre by experimenting new original artistic forms as the proponent
of the ,living” theatre. He founds the International Center for Theatre
Creation in Paris where he cultivates a different aesthetics of closeness
between the public and actors. Trained in the traditional Noh Theatre, the
actor Yoshi Oida left Japan for Paris. What made him do this was the
meeting with Peter Brook, whose ideas about theater seemed to him new and
challenging. In time, he became a major force of the Center for Theatre
Creation and one of Brook’s favorites. He directed performances, played in
movies, led workshops for actors all over the world, being influenced by the
classical Japanese theater where a performance is built from outside, the
actor learning the moves of the play as if these were a choreography. To
diversify the actor’s ,training” within exercises done at the Center, Brook
combines verbal and physical exercises under the influence of oriental
techniques having Yoshi Oida as his main ,,master”. He presented in his
book — The Invisible Actor, what he experienced in practice for years in his
country and all over the world. The work of a performer in Oida’s view is to
animate the stage by his play, his ability to react on front of other actors and
the public.

Key words: Yoshi Oida, Peter Brook, acting techniques, Japanese theatre,
the art of theatre

The stage is where everything starts all over again. Nothing is
permanent. Everything is "here and now" and at the same time everything
passes. But what remains as also confesses Peter Brook in The Empty Space,
is the central image of a performance, a figure, a shadow that is the essence
of what he wanted to convey. A reputed director and appreciated theorist
with a vision which became a reference point in modern performing arts,
Peter Brook brought important contributions to the revitalization of the art of
theater by experimenting artistic forms that could offer to an actor a safe way
for the interpretation and adaptation of the dramatic text. Being especially
concerned with the way in which modern theatre could change as to establish

® actress at ,,Fani Tardini” Dramatic theatre from Galati, PhD, associate professor at ,,George
Enescu” University of Arts, lasi.
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new relations between directors, actors and the public, Brook became the
proponent of the ,living” theatre, for which also struggled Stanislavski,
Meyerhold, Brecht, etc. The English director, together with a group of actors,
directors and playwrights, founded in 1969 in Paris, the International
Center for Theatre Creation where original forms and theatre methods
were experimented. Brook cultivates aesthetics of closeness between the
public and the actors studying at the same time how language is in itself
expressive of emotions, first measure was to work with sounds and syllables
not to have meaning to be developed and controlled. To be an actor means to
cultivate your own being as this being is seen in creation states Brook
frequently. Using planetary distributions (in the Mahabharata, for example,
he uses mainly the four actors, company pillars, Bruce Myers, Yoshi Oida,
Maurice Bénichou, Alain Maratrat, so in Birds’ Assembly, actors belonging
to several cultures ), Brook seeks purity in interpreters when these ,,open
up”. If asked what he looks for in an actor, the likes to answer using a
wordplay: heart and hard. Soul and courage, with the help of which,
anything can happen both in life and in theatre. A

Trained in the traditional Noh theatre, the actor Yoshi Oida, was ,,the
only one” who at the age of 40 left Japan for Paris even if he could not speak
any European language. What made him do this was the meeting with Peter
Brook, whose ideas about theater seemed to him new and challenging. In
time, he became a major force of the Center for Theatre Creation and one of
Brook’s favorites, taking part in all his productions, such as: IK People,
Birds’ Assembly, Mahabharata, The Man Who Mistook His Wife for a Hat.
He directed performances, played in movies, led workshops for actors all
over the world, being influenced by the classical Japanese theater where a
performance is built from outside, the actor learning the moves of the play as
if these were a choreography. In this performance, each step, each emotional
gesture, each turning of the head are set by tradition. Also, very accurate
vocal intonations are prescribed and need to be memorized as part of the
script. These physical and vocal forms are called kata. A young actor must
imitate completely his master so as to learn the kata of any role. There are
two main styles in Japanese theater: Noh and Kabuki which appeared a
couple of centuries ago preserving their seductive power up to now. Even of
these reflect their historical origins, these styles are not a reproduction of a
lost traditon, but a living theatre forms that are still popular. ,,Kabuki theatre
appeared in the XVII century, and as in the Noh used in its performances.
However unlike the Noh Theater, the goal of Kabuki style is to create an
animated performance that would amaze the audience. The text focuses on
dramatic events and feelings. [....] Shocking events, erotic beauty, terror,
pain and loss, all these are given a form by the supreme mastery of the actor.
And it is displayed in such a way as to win the admiration of the public. This
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approach is very different from the Noh theatre. Setting apart from the
subtlety and indirect suggestion of a feeling used in the Noh theatre, Kabuki
plays are created to show the abilities, physical, vocal, emotional mastery of
the actors.”

Noh theatre brings to stage universal experiences and requires a
different level of involvement in comparison with forms of Western theatre.
Here, the actor, focuses in what he had to do with his body. Motikiyo Zeami
(1363-1443) is the one who gave birth to Noh theatre. ,,He combined the two
older interpretation styles Sarugaku and Dengaku. Sarugaku, meaning
literally "monkey music" was a form of popular entertainment, using tricks,
comedy and acrobatics. Dengacu, ,peasant songs” had its origins in the
songs and dances performed as part of the agricultural ritual. As this art form
was emerging, Zeami refined its subject, style, presentation and
interpretation techniques. In order to pas son his concepts to future
generations of actors, he wrote a series of treaties. These were passed on in
secret, between families of the Noh Theater. It was only in 1908 when a
collection of these writings accidentally appeared in an antique store, the
information became available to the general public. Although Zeami’s
treaties had been written hundreds of years ago, his ideas are fascinating and
are still current to modern actors (and western).”

Acting does not function as a separate profession, in Japanese theatre
forms, where any performance is whether a ,dance”, or a ,song”, or
»Speech”. A sum of these skills is what we call ,,a total actor”. This is also a
reflection of the nature of traditional Japanese theatre that is a kind of ,total
theatre”. A Japanese actor is asked to be able to use wider range of vocal and
physical expressions than a western actor and the term ,,dance” is associated
to it. In Japanese theater, dance is a pure movement and also a visual
expression of the character, relation and emotion, situation. That is why to
diversify the actor’s training within exercises practiced at the Center; Brook
combines verbal and physical exercises under the influence of oriental
techniques having Yoshi Oida as his main ,,master”. The actor presented in
theory what he experimented for years in practice both in his home country
and all over the world in the book The Invisible Actor where he tried to
capture what we name ,,acting”: ,,For me, acting is not to show your own
presence and techniques. It is more revealing through interpretation of a
»different thing” something that the public does not encounter in everyday
life. The actor explains. It does not make him visible on a physical level but
by engaging the imagination of the viewer that something will appear in his
or her mind. To make this happen, the public does not have to be aware at all
of what the actor does. The public must be able to forget about the actor.
The actor must disappear. [....] Costumes, wigs, make-up and masks are not
enough to reach that level of disappearance. [....] The actors must work hard
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to develop physically not only to acquire skills that can be displayed to the
public but to be able to disappear.”

The job of an actor, in Yoshi Oida’s view, is to animate the stage by
his play. If this occurs, the audience enters into the world created on the
scene, which becomes a place of all opportunities, animated by the actor.
Therefore, the training involves the fact that the activity following the
training is the most important. The first thing that the actor must learn is the
,»body geography”, which does not mean just doing the exercises or learning
new and interesting moves but rather refers to an active conscience, the actor
being present with all his being. The body is an ,,0bject” that can become
resounding and full of meaning. While training his body, the actor must
remember that he trains the ,actor’s body” that is ,bigger” and more
resounding that the ,,daily body”. Interpreters often see their bodies as their
,»being”, but they should consider both the mind and their inner self. For a
flower to grow, its roots must be watered and it must be sustained by its
stem. Similarly, if an actor wants an expressive body and a string stage
presence, he must care about his inner self. If the self is not properly,fed”,
no graceful gestures, extraordinary vocal technique, elegant costumes or
makeup alone be helpful. ,,Ability to always find new methods, observes
Yoshi Oida in the Invisible Actor, to animate personal interpretation requires
refined skills and awareness. There are in a way two elements in qualitative
interpretation: technical mastery, free and directed movement of the mind
[....] Both the mind and technical mastery of the body are fully present in the
moment of interpretation. In this situation, these manifest themselves as both
inner and external expressions. Balancing inner movement with external
activity is a delicate issue [....] On stage, when you are asked to be calm and
still, there is a huge inner dynamics. You ,,spin” very quickly inside. [....]
When you start a strong or violent physical activity, you should maintain a
wave of calm. [....] Even when you interpret a scene of fury, it should seem
effortless. It is a paradox, one part of interpretation is calm, and the other is
dynamic.”

The ability of an interpreter to react in front of other actors and the
public is the essence of Oida’s work. This has to be able to respond to inner
impulses, but be open also to the actions of others not only to create a
pleasant professional relation but also to succeed to tell a story in any
moment of the performance as a whole. That is why, when Yoshi Oida
teaches many of the exercises he proposes, these are done in pairs, no partner
is ,,leading”, both being responsible for the actions of the other partner. It is
usually done as a conversation, as a physical, vocal dialogue or as a
combination of these. The deep level of interpretation at trainings is
represented by the real exchange between the two people. On stage, the
interpretation is concentrated in the basic exchange between the actor’s
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character and the other characters as in daily life where words and actions
are exchanged with others, this being human reality that has to be
incorporated in interpretation. The story and/or feelings become visible on
the scene, exactly through this continuous exchange of sounds and moves
between interpreters. In the Noh theatre, it is said that: ,,You have to connect
one thousand eyes”. This means that the interpretation must have the same
impact on all viewers. Everybody should have the same opinion on what is
seen. To connect ,,one thousand eyes” in western style theatre, Brook
sustains that the interpretation of a play should be as a story with more
people that share different responsibilities. Also, Oida also makes the actors
to feel well on stage, only in this way, the public can ,,enjoy” the play despite
the chance to shed streams of tears. The actors must ,,enjoy” the relation with
other actors, even when the characters they interpret hate each other, just in
this way the public enjoys seeing and listening to them. In front of the
audience, interpreters must find ways to make everything seem credible and
natural regarding the situation of the play.

Words must make sense logically and emotionally, that is why,
during rehearsals, actors decipher psychological origins of the character and
stage. In Yoshi Oida’s Japan, there is only one narrator on the stage which
should be always aware of the public and he should adapt his interpretation
depending on the viewers in order to keep the story alive and surprising. He
is the one who controls the public. In a western performance, the
responsibility of storytelling is shared usually by more actors. And, for an
actor to be very good, he must develop a perfect balance between his inner
self and the outside world. He should concentrate on himself and what he
does and should not forget about the world around him, to reach an
awareness that extends beyond the self, a perfect balance between himself
and the others. To explain this essence to those with whom he works, Oida
sometimes makes an analogy with martial arts where: ,,The main goal is the
protection of the self. If you are in a fight, the only way you can save
yourself is by defeating your enemy. [....] If, during a duel you think of
survival, there are little chances of survival as you concentrate on something
else than the ebb and flow of the fight. On the other hand, you should only
concentrate on the relation with your opponent and on simple actions and
reactions. [....] If, besides this, you think that you want to survive, you will
not find this type of concentration. The secret is simple: You can win only
when you are ready to die. The same happens in theatre. Many of us become
actors as we want success or because we need the applauses of the public. If
you though want to be applauded, you have to abandon the idea of receiving
them. This is very difficult to achieve as the desire to be applauded is a part
of the acting profession”.

165



THEATRICAL COLLOQUIA

Oida sometimes remarks the importance of the first moment of a
performance. The director goes through multiple turmoils until he discovers
the proper way to start the performance. And even for the actor the first
entrance, the first contact with the public is difficult as this is his real mirror.
The rehearsal is just the training that allows the actor to discover the
character but the public tells the actor how to play it. That is why the task of
the actor is not to show what he is able to do but to move the public into
another time and space, into a place it does not meet every day. To convince
those with whom he works about all this, Yoshi Oida sometimes resorts to a
suggestive example of the Zen master, who: ,,He compares the human beings
with puppets held by strings. At birth or death, these strings are stretched or
withdrawn abruptly. When people die, he said, the string is cut and with a
single sound the puppet falls. It is the same for the actors on stage. You are a
suspended puppet and manipulated by the ,,strings” of your mind. If the
public sees the ,,strings”, the performance is not interesting. If the actor has
to be very concentrated during action and stillness this should never be seem.
The public should not see the actor concentrating. On the other hand, the
level of concentration oscillates as if the strings of the puppet were loosened.
The actions become superficial and the public becomes aware that it looks at
the puppet not being convinced that it looks at a real human being. [....]
When the ,,string” remains stretched but is invisible, the show is real and not
mechanic: absolutely animated.”
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Diego Fabbri — The Most Representative Author of the
Theatre of Catholic Inspiration

Svetlana TARTAU®

Abstract: The playwright Diego Fabbri has a particular contribution on the
development of the italian theater in the second half of the twentieth century.
He treated the Catholic issues with demonstration methods, thereby creating
a theatrical genre that has never existed before — the theater of Catholic
inspiration. The drama "Processo a Jesu" represents an important moment in
the evolution of Diego Fabbri's work following the procedural technique:
tribunal, judges, and witnesses. The text is a relative formal category in the
narrative conducting of facts and character conviction that symbolizes the
negative valence, evil. Using certain expedients of narrative and epic theater,
the author creates naturalist scenes through imitation. We notice how the
author's Christian commitment is heading towards two different directions.
The first reflects the problem of the organization of the Catholic Church,
rather the conflict between the institutional historical aspect and meta-
historical, supernatural aspect. The second direction develops the couple
problems, highlighting its weaknesses and crises. The Gospel is the
background of entire work, the characters drama being real, it is reflected
and realized in everyday people's stories.

Key words: Diego Fabbri - drama, pirandelliene influences, Catholic
inspiration.

Diego Fabbri confessed about his theatre: ,,I was asked about the
authors who influenced much more my theatre and | always answered: 1bsen,
Chekhov, Pirandello ... If I were even more honest ... | would answered:
Platon, S. Agostino, Pascal, Manzoni, Dostoievski ... These authors
influenced the most essential aspects in my work. | admit these facts, not
because | consider insignificant the structure and technique of the theatre
work. All these aspects represented for me something natural, spontaneous,
almost free of charge... Instead, I always worried about the characters destiny
and origin. Are they guilty or innocent? ... For this reason my works are ,,
processes” .

The moral themes are fundamental to Fabbri. While the shape and
style of his work do not constitute a decisive concern. In his creation, there

* professor PhD, Dean of the Faculty of Theatre, Film and Dance, Academy of Music,
Theatre and Fine Arts, Chisinau,Moldova
124 Diego Fabbri, I demoni, Vallechi, Firenze, 1961, p. 13-14.
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are represented two examples of the human being: the man, full of pride and
the man, full of love. The theme of love doesn’t appeare, however, from the
very beginning of the work. Instead, pride persists in the initial phase, as a
reason for confrontation. At the beginning, the production of Fabbri follows
Betti’s formula ,, we are all unhappy people.”

Fabbri’s theatre is based on a very solid stage, but remains, however,
a theatre of ideas and a theatre that wants to prove some theses. Fabbri’s
work is based on investigation and not on demonstration.

At the same time, Fabbri brought a very important contribution in

drama, that treats catholic issues and remains quite stable and dogmatic in its
demonstration methods.
Fabbri's theatre stimulates the viewer with some situations that are related to
the capacity and freedom to those who follow the play. Here, the lesson and
Pirandello’s influence is evident. The influences, must be sought in a much
wider area than the Italian one and, first of all, in the work of some French
writers such as Mauriac and Bernanos, Gabriel Marcel and Paul Claudel.

The category of the family comedies was suggested by the author
himself. Thus, in the comedy ,,Inquisizione” are considered the vocational
problems of a couple. In ,,Rancore” written before ,,Inquisizione” is analysed
a family crisis, caused by the wife’s adultery. The comedy ,,Delirium”
presents the same problems seen in relation to adultery consumed by man.
The last two texts can be regarded as criticism against the conformism of the
laic Catholic organizations and against the conformism of their members, the
situation of the adultery being seen by the author with a positive valence.

»Processo di famiglia” ( Family Process) concerns the problems of a
family, better said the problems of three familles in relation to their children:
the situation of an adopted child; the regrets and claims of a woman who
wants back her child, once left; the revelation of a man paternity who didn’t
know about the existence of the child and who found the reason to surpass
sceptical and nihilistic attitude towards life. The play does not treat the
children’s problems, but it speaks about the problems of the parents, their
feelings and debts, in other words, about the couples’responsabilities.

The plays “Divertimento” (Entertainment) and “Trio” have the same

theme. The children suddenly leave their parents, and that makes them
anxious. Parents are used to consider their children still helpless.
The play “Non e per scerzo que ti ho amato” (My love wasn’t a joke)
belongs to the same group of plays. It could be built on the sharing of pairs
theme. In reality, as follows from the title, the main topic is the love and
Christian conceptions about life.

The play “Rancone” (1948) is the first in the itinerary of the family
comedies. It opens the debate between idealism and naturalism, between
“superior creature” (man) and “inferior and superficial creature” (woman).
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On the one side, there is Renato, the professor who supports the need to
respect the morals and manners. On the other hand, there are his wife, Linda
and his mother. Reading the play, we see a so-called “battle of the sexes”, a
battle between people who have different natures, which signifies more than
just different characters. Renato, after all, confesses the weaknesses and his
biggest sins: pride and arrogance. The play surfaces the solution found by
Ugo Betti: “we are all unhappy people”. We cannot say that the work
supports a general attitude of compassion for everyone; it rather suggests the
idea of the impossibility or inability to solve the problem. The husband and
the wife looked at each other, firm in their position. Silence means the
difficulty of understanding, although in their ears came the word of hope,
whispered by Don Anselmo. The moral of the play says that you cannot
expect too much from the moral consistency of people: life cannot be
mastered; it is the one that rules the man. People are not angels. We have to
accept them as they are: with their weaknesses and sins. The proof of love is
the will of accepting the reality.

“Processo di famiglia” captures the spectator’s attention through the
serious problems that treats and the ability to confront the subject matters.
The show contains a strong dramatic tension that isn’t attenuated by the
demonstrative intentions. The problem is that of childless families wishing to
adopt one. The risk that the child will find out about his adoption, sooner or
later, is obvious.

The drama structure is characterized by two aspects: a) the text tends
to create some symbols that match the names of the protagonists (Isolina -
sterile female, or Abele - victim): b) the narrative structure gives different
points of view exposed one after another in the dialogues and in general
scenes, as it happens in a real process. The narrator is the husband of Isolina
having the task of focusing the text in its entirety that means to express a
categorical condemnation of selfishness.

Fabbri contributed to the creation of a theatrical genre in Italy that
never existed before: the theatre of Christian religious inspiration.
The drama presentation "Processo a Jesu"(1955) is an important date in
relation to the evolution of Fabbri’s work. The new show takes the
procedural technique: court, judges, and witnesses. "Processo a Jesu'" uses a
framework like Russell Tribunal (an informal court), chaired by the British
philosopher Bertrand Russell, who prosecuted war crimes committed by
Americans in Vietnam. "Processo Caramazov", two years later, will
formalize the procedural technique, in legal terms. Fabbri will be helped by
the fact that the procedural circumstances reminiscent of the famous novel
by Dostoevsky.

The text is primarily a formal category relative to the conducting
narrative of the facts and to the conviction of the character who symbolizes
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negative valence, evil. On the other hand, the play is a suggestion coming
from the legal world (remember that Fabbri has a degree in law) and might
as well from ... "Ispezione"” or "Corruzione a Palazzo di Giustizia” by Ugo
Betti. "Processo a Jesu™ represents an opportunity for the use of expedients
of narrative and epic theatre, from which the author adapted the techniques
through the imitation process. One sees immediately that Fabbri gives some
suggestions related to the theatrical reforms of Pirandello and Brecht, by
reusing the techniques developed by these authors, with their own outcomes,
those suggested by the playwright's vision of the world. The success of the
play is, however, connected to a less technical factor arising from the
inspiration and aspiration of the Catholic Fabbri's theatre. Here, for the first
time he attempted a theatrical reinterpretation of the Gospel by reinterpreting
the holy text, directly linked to the concept of historical tragedy (as
Alessandro Manzoni and Vittorio Alfieri).

The general drama transposition knows the theatre in theatre
technique. The text proposes an evening in a theatre where it is going to do a
trial of Jesus. A group of Jewish judges proposes to the public to review,
through Evangelical confession, the itinerary that Jesus traversed to Calvary,
to see if, under Jewish law, one can talk about right or unjust conviction.

The public is invited, from the beginning, to intervene because a

judge is missing and he can be chosen from the audience.
Following the hearing of witnesses, that in reality is theatre companies that
play after a topic, each trying to rebuild the supposed inner states of the
evangelical characters. One after another, with human traits appear Caifa,
Pilate, the Apostles Peter and John, in conflict with Judah, Joseph and Mary
Magdalene. Simultaneously, family dramas of judges are performed during
the breaks. Sara has remorse because she betrayed her husband who died.
Daniela and Davide fail to refrain from making the connection between the
process issues and the personal ones.

Sarah's statement: "everything is a personal fact” represents the
keyword of the text. The process goes towards to end, to the known
conclusion: the condemnation of Jesus. But there is a turning point in the
topic: the debate moves from stage to the auditorium. The spectators honor
their duty to defend Jesus, interpreting minor characters of the Gospel. Thus,
the Christian faith that lives deep in the hearts of the believers comes out to
the surface. The Judges are surprised because they did not believe that the
religious phenomenon could be so profound. Jesus is acquitted.

To summarize, we can say that the process "theatre in theatre 'is
based on groups of characters: Jewish family members (judges), the actors
who embody the main characters of the Gospel; actors - viewers. Fabbri
creates a series of correspondence that ensures unity to the narrative
assembly of dramatic work.
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In terms of style, the text can be divided into two phases of the
development process, which are dialogue and explanation. Instead when the
characters (opponents or defenders of Christ) express their beliefs, it is clear
that the text is divided into several parts reflecting the objective of the
character’s inner search. In other words, they are looking into the depths of
their soul and thinking, trying to find the accurate and decisive word.

The international success of the drama, which ended up in Sweden
and Africa, due to the complexity of the text, the effectiveness of the
narrative, consists in the ability to involve the audience and reader. Fabbri
uses emotional elements of the language that are considered a key element in
our relation with Christ.

After twelve years since the occurrence of "Processo a Jesu™ drama,
Fabbri tried to represent again the Gospel on stage in another work
"L'avvenimento™ (" The event"). Here, a modest group of workers without
criminal records were going to give a big blow, stealing the treasure of a
church. The plan is prepared with the help of a professional - the head - who
is the only one pursued by police after a burglary, he must return to France,
where he came from. The theft takes place in a church, because one of the
thieves is an ex-seminarian, nicknamed "the bishop”. The burglary does not
go as well as they thought. The head and a monk, recruited by a thief were
injured.

Fabbri's interest for detective novels creates two narrative levels: the
occasional, contemporary and the original one. In ensemble, these two plans
give rise to a long reconstitution of the biggest event: the embodiment of
faith for Christ in some individuals who initially were villains, away from
spiritual matters.

To ask the question of whether Fabbri was or was not faithful to the
Gospel text means to treat a false problem. The text has a literary and
fantastic character. The narrated facts are adapted in a total different context,
so that they can reach a blasphemous parody.

To sum up, we can say that the structure of the play consists of two
parts: evangelical-narrative (met historical part) and detective novel (the
historical part). There is a third side that emerges from the two parts of the
play: the criticism addressed to the Catholic Church institutions.

For example, Fabbri emphasizes the importance of the role that
women are supposed to have in ecclesiastical institutions, a role that should
be, according to Fabbri, expanded and developed. It is necessary to note that
this text was written two years after the Closing of Vatican Council, which
has achieved the most important reform within the Catholic Church in the
contemporary age.
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Fabbri was convinced that faith is the force that neutralizes doubts and
careless attitudes towards religion and its values. Ecclesiastical institutions
attempts to cover, to hide people’s scepticism. Fabbri struggle against this
phenomenon, in the name of faith, but also has a very critical attitude
towards the Catholic institutions.

The holy love based on the principles of Gospel, love unto death,
love and death, the whole phenomenology of love accompanies the theatre of
Fabbri. It is enriched with new elements and proves that this central theme is
inexhaustible, because everything is love...

Fabbri expressed these ideas in different ways: family drama, the
process, fight, all means are used to express this thematic richness through
varied forms.

The structure of language, articulation and scene segmentation- all
these elements might make us think that Fabbri is simply a comedian of great
technical ability. One thing is certain, that Fabbri is a man of innate drama
and that his ability is a natural talent, as he demonstrated. We find evidences
of this statement in the very first works, where themes and motives, a bit old
and psychological depth not supported yet. However, they are developed
with a rhythmic, clear language and a mature technique.

Fabbri speaks in a direct manner, but without a sense of emergency.
The author does not feel the need to rush. His works give the impressions
that are developed based on a process of reflection. The author observed a
particular fact. After he studied it and examined the causes and effects,
Fabbri adds various reasons and improves them. The playwright is a fanciful
and sometimes it seems that the words abound in his dramatic texts.
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Notes in Drama Translation

Ana-Magdalena PETRARU®

Abstract: This paper is a detailed presentation of the translator’s notes, of
the different forms they may take and the various purposes they may serve in
dramatic texts. These aspects shall be illustrated through the analyses of the
notes in the translations of two Shakespearean plays. The former belongs to
Juan Zaro (1999) and is made on an 18" century “Spanish” Hamlet. As we
will prove, the notes mostly misinterpret Shakespeare’s intentions and are in
keeping with the French tradition of “les belles infidéles”. The latter analysis
is a contemporary French translation of Troilus and Cressida made by
Jacqueline Henry (2000) who attempts to distinguish between notes as
comments in learned editions and notes in general editions, which she calls
“real” translation notes. My own detailed analysis of the functions of notes in
drama shall be applied to Shakespeare’s The Tempest so as to account for a
Romanian approach to the matter.

Key words: drama translation, learned edition, endnote, belles infidéles,
allusion in translation.

Introduction
The dramatic text is a particular genre in translation since the dichotomy
between drama as literature on the one hand, and as script for theatre, on the
other hand must be taken into account. This relation is very complex as the
necessary task is not only the decoding of the source language meanings
produced by the original text, but also their re-encoding into a different
system of signs, which will, in turn, have to be decoded by the target
language audience. The theatre translator has therefore to look at the problem
from a double perspective, he must be a “multiple translator” since the text in
theatre is a sort of “pre-text”, a hypothesis of a text, which can never become
crystallized in its definitive form in the way a non-dramatic literary text
can’®. It is necessary to explain how the meanings implied behind the words
spoken on the stage and deeply embedded in the text are produced, before
one can proceed to the translation itself.

Theatrical texts must be described as texts conceived for possible
theatrical performance, as dominant verbal sign-systems which rule and

* Doctor in Philology, Associate Assistant of English at ,,Alexandru loan Cuza” University
of lasi.
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integrate all other theatrical sign-structures, hence their theatrical potential
(TP), i.e. the semiotic relation between the verbal and nonverbal signs and
structures of performance. In a dramatic text this semiotic relation is already
to some extent present as a concept through given theatrical codes and
norms, however, it needs to be understood and investigated as a particular
historically-based system for creating meanings. The TP can be seen as the
capacity of dramatic texts to generate and involve different theatrical signs in
a meaningful way when staged*?.

The problem for translation as an interlingual transformation of the
dramatic text is therefore how to create structures in the target language
which can provide and evoke an integration of nonverbal theatrical signs in a
performance. For the purposes of translation only, there are authors who
focus on the linguistic structures of the text with regard to potential theatrical
communication'?’. What is very important for the dramatic text and its
theatrical potential is to offer and retain the potential meanings and
ambiguity in a translation. This applies to structures with the same semantic
value and semantic collocation in the target language; the translator would be
very lucky if this were always the case. The problem for the translator is not
only to retain and render them but, first of all, to recognize and select them.
The various transformations of the text — interpretative, interlinguistic
(translation), intersemiotic (theatre) — are based on such aesthetic dominants.
Depending on where they are set in textual structures, they may refer to a
whole network of contexts and generate multiple semantic references and
thus different meanings. The greater the ambiguity of the text, the greater the
number of levels on which meaning can be created and then selected for the
performance. This multiple interpretative contextualization also occurs in
narrative texts and poetry. But what is specific to the dramatic text is the
permanent double reference of utterances to the two communication systems,
an internal and an external one, which theatre provides in addition to other
multiple contexts.

1. Notes as “belles infidéles”

As mentioned above, by means of what was considered to be the first faithful
Spanish translation of a Shakespearean play, we will show how the implied
meanings of a dramatic text are explained through the paratext (i.e. endnotes
and preface). We will illustrate this by Fernandez Leandro de Moratin’s
translation of Hamlet into Spanish completed between 1792 and 1794 and

126 Totzeva, Sophia “Realizing Theatrical Potential. The Dramatic Text in Performance and
Translation”, The Practices of Literary Translation. Constraints and Creativity , edited by
Jean Boase-Beier and Michael Holman, Manchester, St. Jerome Publishing, 1998, p. 81,
passim.

127 Totzeva, Sophia, op. cit., p. 82.
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thoroughly discussed by Zaro'?® who argues that in this particular case,
besides the justification and the explanation of the translator’s choices, the
paratext unusually reflects the tensions between the decisions made by
Moratin as a translator and his theoretical beliefs about the concept of drama.

The purpose of the notes was “didactic”, that is they were meant to
“illustrate” and “explain”, but in fact they were used to make comments
about a given text, and thus express opinions. It is the example of a non-
acculturate translation which adheres to the codes of the source culture, its
originality lying in the fact that the translator had the opportunity to express
his disagreement with the features of the source text. His desire was “to
introduce the Spanish public to one of the best pieces of English theatre (...)
trying neither to add defects, nor to hide those that | have in the play”*%.
Therefore, the translator achieves a remarkable prose translation with only
two alterations, that is the sequencing (he introduces a new scene as soon as
a character comes out) and the naturalized character’s names (Claudio,
Polonio, Horacio, Marcelo, Cornelio) and locations. To do this, he translates
directly from English; however, he admits he has thrown a glance at the
French translations, too, which he found misleading because of their
unfaithfulness as “belles infidéles” following the French tradition of the 17"
and 18" centuries.

The reader can find substantial arguments for and against
Shakespeare’ theatre in the translator’s endnotes, not to mention Moratin’s
struggle to prevent his impressions from influencing the translation.
However, these notes were modified in the course of time. In his facsimile
edition of Moratin’s Hamlet, (1991), Juan Carlos Rodriguez compares the
first edition of 1798 with the second from 1825, analyzing the changes made
by the writer himself. Twenty of the original notes were left out or shortened,
and one of the paratexts in the first edition, A Life of Shakespeare, in which
Moratin describes his plays, making some derogatory comments on them,
was omitted. These changes were probably made as a result of Moratin’s
perception of a different literary scene for the target audience than for the
original.

Zaro™ classifies the notes according to their contents establishing
several categories:

1.1. Notes about words and expressions which are “inappropriate to the
tragic sublime” in which Moratin criticizes samples of language which he

128 Zaro, Juan J., “Moratin’s Translation of Hamlet (1798). A Study of Paratexts”, The
Practices of Literary Translation. Constraints and Creativity, edited by Jean Boase-Beier
and Michael Holman, Manchester, St. Jerome Publishing, 1998, p.125.

129 7aro, Juan J. op. cit., p. 126.

130 Zaro, Juan J. op. cit., pp. 127-132.
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considers either too popular or too vulgar to be included in a serious tragedy
as in the following examples:

(Note 1-2) Not a mouse stirring. This is “an expression very natural in a
soldier but inappropriate to tragic sublimity” [this comment had already been
made by Voltaire in his critique of Hamlet], and he attributes its presence to
Shakespeare’s “ignorance and passion”**,

(Note 1-21) Give thy thoughts no tongue. For Moratin, “this is very good
advice, but it has nothing to do with the fable.”**?

Yet, his main criticism is about the comic mixing with the tragic dimension
in tragedy; although he never attempts to omit or change the two, he
sometimes tries to justify this:

(Note 11-8) My liege, and madam... Here “Polonius is trying to make people
laugh...Those who attribute the mixture of tragic and comic to specific
national characters are wrong, although it is the French who know better
when to laugh or to cry on the appropriate occasion because they have
cultivated dramatic poetry with more accuracy”. Yet, in another note (11-9),
he admires Polonius’s great comic features and stresses Shakespeare’s talent,
“Had he lived in another era and with other principles.”*

He also criticizes the mixture of prose and poetry in tragedy, one of
Shakespeare’s great mistakes: (Note 11-10) But look, where sadly...Verse
suddenly becomes prose...why have these changes been made?”*3*

1.2. Notes about the appropriateness of time, space and action

Since the unities of place, time and action are not followed in Hamlet,
Moratin criticizes both the slowness and the excessive length of the play,
caused by irrelevant episodes which are a waste of time:

(Note 111-4) Speak the speech, | pray you...“What a slow pace! What is told
in five acts could be told in three.”*®

(Note 1-14) My lord, I think I saw him yester night...“The play should have
started here. What proceeds is unnecessary.”*

With regard to place, Shakespeare’s great fault is to have been vague about
the location of the tragedy:

(Note I- 13) But what is your affair in Elsinore? “Up to now, nobody knew
where the action was taking place.”**’

131 Zaro, Juan J. op. cit., p. 127
32 Ibidem.
33 Ibidem.
B4 Ibidem.
3 |bidem.
136 Zaro, Juan J. op. cit., p. 128.
7 Ibidem.

176



THEATRICAL COLLOQUIA

But he also points out some attempts to avoid the “disgusting” locations of
the play which were unsuccessful due to the low level of theatrical culture of
the English public:

(Note V-1) Is she to be buried in Christian burial? “This is all ridiculous.
Garrick tried to suppress this disgusting scene, to no avail, except right-
minded people.”**

But it is the graveyard scene that Moratin finds the faultiest, especially as far
as the characters’ behaviour is concerned:

(Note V-7) Take thy fingers from my throat... “Here, a prince and a great
Danish lord can be seen fighting inside a grave, kicking a corpse, grabbing
each other’s neck and hair, and punching each other.” The rest of the note,
omitted from the 1825 edition, went on as follows: “If Shakespeare
[according to some] imitated Nature, we may infer that in his time, princes
went walking in graveyards, talked to gravediggers, and had fights with
lords. Shakespeare often imitated Nature, with great felicity; sometimes he
copied it exactly as it is, and at other times he abandoned himself to the
excess of his feverish and free imagination, making ideal and monstrous
paintings that resemble nobody.” The duel scene is also a great mistake,
because “this general slaughter does not enhance the tragic effect, but
diminishes it by splitting interest instead of concentrating it” (V-5)**°. This
last scene is just the culmination of a series of badly constructed episodes in
which characters are irrelevant or misplaced.

(Note 1-3) Look where it comes again! “If the tragedy starts with a ghost,
how is it going to end? Why does he not appear in front of Hamlet at the
very beginning, instead of wasting time frightening soldiers?”%.

1.3. Notes about the absence of rigour and verisimilitude

In his very first note, Moratin describes how the action of Hamlet takes place
in very early times (3390-3370 BC), as retold by Saxo Grammaticus in his
Historia Danica, published in 1514. Since he takes this literally, most
historical and contextual references in the play are misplaced:

(Note 1-5) Fortinbras of Norway. “A king that never existed.”***

These inconsequentialities are not only the result of spatial or temporal
misplacements. Sometimes, the characters themselves say or do things which
are either inappropriate for their condition or simply unbelievable:

(Note 1I-7) I set it down... “It is incredible that Hamlet, at night, in a deserted
place, should write things in a book.”**?

138 |bidem.
3% Ibidem.
149 1bidem.
141 Zaro, Juan J. op. cit., p. 129.
2 |bidem.
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1.4. Notes on England and the English

Moratin started his translation while he was in England fleeing from the
horror of the French revolution. He learnt English very quickly, read many
books and saw many plays. He was attracted to Shakespeare but rejected the
norms of English theatre, which had developed independently of the models
adopted on the continent. The notes include some cultural references to
English popular culture, as well as some digressions on the English people’s
behaviour and temperament:

(Note V-1) Is she buried in Christian burial...? “English people love horrors
and stupid jokes, philosophical speeches, high flown language, battles and
burials, witches, ghosts, fights, triumphs, music, torture and corpses. This is
a small consolation for those nations which have not bred a Bacon or a
Newton.”'*®

1.5. Notes demonstrating admiration for Shakespeare

Moratin cannot conceal his admiration for Shakespeare, expressed very
clearly in quite a number of notes:

(Note 1-9) Youth to itself rebels, though none else near “This, and many
other sentences which can be found throughout the play, contain such a
substantial and important doctrine that it is not necessary to draw the reader’s
attention to them.”**4

(Note 1-25) What if tempt you toward the flood, my Lord... “All the poet’s
mistakes so can be forgotten: Here, his talent pervades all...”**®

1.6. Notes on previous translations

The notes only include references to the French translations.

(Note 1-31) Ha, ha, boy! say’s thou so? It seems that the French translator
omitted the colloquial and familiar expressions here and rewrote them in a
much more formal style. For example, “old mole” becomes “invisible ghost”
in French.,

(Note I11- 26) Would from a paddock... “The French translator forgot to
translate this paragraph.”**®

The main purpose of these notes is to help readers follow the course of the
story. Nevertheless, the translator is constantly evaluating the action,
although this does not mean that the translation is affected. Far from it: these
notes are included to explain what readers might find difficult to understand
given the faithfulness of the translated text with respect to the original:

(Note I- 33) How strange or odd so’ever | bear myself... “Here, Hamlet
announces his purpose to feign madness.”**’

143 Zaro, Juan J. op. cit., p. 130.
Y Ibidem

% Ipidem.
148 1hidem.
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(Note I1- 11) For if the sun breeds maggots in a dead dog... “From now on,

some of Hamlet’s expressions will lack sense, but we must realize that he is

pretending to be mad.”**

1.7. Notes on improper language

Moratin’s idea here is that improper language must be identified and

translated, in some cases, or omitted in others. The only omitted passage is

the sentence “That’s fair thought to lie between maid’s legs” translated as

Que dolce cosa est... [What a fair thing it is...] because “it might offend the

reader’s modesty” (Note Ill- 7). The translator points out how, in spite of

these things, Shakespeare “is the most decent and chaste writer in his time”

(Note 11- 13)**°, maybe even comparing him with his contemporaries.

1.8. Quotations from Shakespearean experts

Paratexts and metatexts on Shakespeare from several authors are often

quoted in the notes:

(Note I11- 15) “Tis now the very witching time of night

“According to the old superstitions, the night was profane and the day clear

and pure [Warburton]”.

(Note IV- 2) The body is with the king, but the king is not with the body.

Explanation of different interpretations, made by Eschenberg, Stevens, and

Le Tourneur, about the meaning of this sentence.

The number of these sources is remarkable, and proves how throughly does

Moratin search for his translation. In this respect, Zaro** quotes Deacon and

the fact that he points out the “historicist” character of his approach, and

attempts to find new meanings to the play’s more obscure passages.

1.9. Notes on specific translation problems

Moratin’s decision to translate faithfully leads him to point out the specific

problems of the target text and the strategies adopted to solve them:

(Note IV- 11) Down-a-down, and you call him...

“My translation is arbitrary, because there is no sense in these words. This is

comparable to the jota, cachirulo, and other Spanish popular tunes.”***
These notes clearly reflect the tension between Moratin’s creativity

as a translator — based on his intellectual belief in the-neoclassical approach

to theatre — and the self-imposed constraints derived from his profound

admiration for Shakespeare. From a theoretical point of view, it could be said

that the Spanish translator runs the risk of overtranslating/ overstraining in

Y7 Ibidem.
8 |hidem.
149 Zaro, Juan J. op. cit., p. 131.

150 | idem.
5% 1hidem.
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his presuppositions. His only excuse, besides the époque in which he lived, is
that of fulfilling the functions of a critic, an annotator and a translator.

2. Notes in bilingual learned editions
A case worth mentioning is that of bilingual editions, both in theatre and
poetry since they allow a double circulation of the work and a comparison
between the original and the translation. Put differently, if in the other types
of editions the original is ignored and unavailable, it becomes visible in
bilingual editions. Henry gives the example of the Troilus and Cressida
published by Aubier Flammarion in 1969, and the translator’s paratextual
warning: “the translation is meant to be as faithful as possible to the English
text. | have adapted only a few jokes that I found untranslatable. And
whoever wants to study Shakespeare has to try to read it in English. My
translation has them in view as a special target readership.”*?
The translator, professor Digeon has the quality of annotating the text as a
former teacher and researcher, thus assessing a pedagogical quality to the
endnotes. As a critic, he makes comments on the translated work and gives
information about it, thus conferring a learned quality to the notes. The
problem with such editions is that the potential reader of this double text
must be a student in English, Compared Literature, or have a passion for
theatre, in general or Shakespeare, in particular. Only in such a context the
following notes are justified™®:
Note 2: the Prologue is absent from the two in-quartos. It is possible for
Shakespeare not to be the author. George Chapman could have written it.
Note 9: referring to act I, scene 2: “Pandarus: [...] When comes Troilus? I’ll
show you Troilus anon: he if see me, you shall see him nod at me. Cressida:
if he do the rich shall have more.”- Pun between nod, that is to give a quick
forward motion of the head, especially in assent, salutation or command and
noddy which means stupid; the allusion also refers to the biblical phrase To
him that hath shall be given. Our translation cannot render faithfully the
allusion.
Note 14: This passage shows the respect of Baconian values because what
Aristotle points in his Nicomachean Ethics is not that people are not able to
understand morality but politics [...]
Note 22: Shakespeare found the Sagittarius in Caxton [...]

From the examples above, Henry** considers only the endnote 9 to
be an authentic note of the translator, the others being learned comments

52 Henry, Jacqueline, “De I’érudition & I’échec: la note du traducteur”, Meta, vol 45, no. 2,
2000, p. 231.

153 All translations mine.

54 Henry, Jacqueline, op. cit., p. 232.
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intended for specialists. Not only does this particular note explain a hidden
meaning of the text, but it also serves Digeon as an excuse for his faltering
translation.

In Levitchi’s Romanian translation that came out at Univers
Publishing House (1987), explicitations are given at the end of the play, both
in the form of the critic’s postface and endnotes. It is worth mentioning that
the endnotes belong to V. Stefanescu Draganesti, not to Levitchi and they
mostly take the form of comments on different aspects of Greek culture,
sometimes half a page long™®:

Note 1: In the original: To the port of Athens, respectively to Piraieus, only
about 9 km South-West from the mentioned port. Consequently, there is no
Shakespearean confusion about Athens being a port. It is likely that the
playwright had Athens in view in order to make clear where the expedition
against Troy took place. In Caxton, Shakespeare’s source of inspiration (see
Comments), it appears as the port of Athens which may explain
Shakespeare’s words.

Similar to the French translator, Stefanescu Dragéanesti makes reference to
Caxton, too, quoting it as a source on different occasions. As these
references permanently send to the comments previously made by Levitchi,
the endnotes can be regarded as the translator’s reflections on the play, not
necessarily dealing with translation problems. This is somehow justified by
the fact that the translator and the annotator are different persons. The few
endnotes that can actually be considered real translation notes from Henry’s
point of view mainly deal with cultural allusions and anachronisms. Also,
there are no complaints about faithfully rendering the original:

Note 62: Anachronism. The Neapolitan bone-ache (Ro. “Frentea
napolitana”) was a name for syphilis in Shakespeare’s time and was thought
to have been brought from Naples*®.

Note 63: Shakespeare uses anachronically both “devil” and “envy” (Rom.
“pizma”), the latter being one of the seven mortal sins according to the
canons of the Christian religion, and also “Amen” and “lazars” (Rom
“leprosi”). The term “Lazars” is present in Thersites’s following line and
alludes to Lazarus from the Bible®. Even if the annotator does not
complain, it can be argued that the playful effect of the English lazars-
Lazarus is lost in the Romanian translation, and “leprosi” does not allude to

155 Shakespeare, William, Troilus si Cresida, Shakespeare. Opere complete, vol. 6,

Bucuresti, Univers, 1990, p. 132.

156 Shakespeare, William, Troilus si Cresida, Shakespeare. Opere complete, vol. 6,
Bucuresti, Univers, 1990, p. 142.

7 Ibidem.
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the parable of Lazarus in the Bible unless the reader is offered some
guidance, in this case in the form of an endnote.

3. Translator’s notes in Shakespeare’s The Tempest

The Tempest was translated into Romanian as Furtuna by Leon
Levitchi for Univers Publishing House in 1990. As in the case of Troilus and
Cressida discussed above, the endnotes belong to V. Stefanescu Draganesti
and mainly focus on explicitating cultural allusions related to Shakespeare’s
time, proper names especially from mythology or even corrections of
Shakespeare’s mistakes. Once more, we are dealing with a learned/
philological edition with 61 long complex endnotes; they start from
explicitating an instance in the text and end with digressions and comments
that sometimes can be one page long. Such is the case of endnote 22 on the
widow Dido**® which is the longest in the text; | have chosen it in order to
underline particular features of such paratextual elements in a philological
translation:
“The person quoted is Dido, the daughter of the king of Tyr, the founder of
Cartagena and the sister of Pygmalion from Tyr that killed her husband.
(This character is not to be confused with Pygmalion, the king of Crete who
was a sculptor, too, author of the statue Galatea brought to life by the godess
Venus/ Afrodita) (1). After the murder of her husband, Acerbas, Dido
secretly left Tyr accompanied by a few noblemen and took Acerbas’s
treasures with her.
Once arrived in Africa, she founded the city of Cartagena on a half island
near Tunis in 814 AD. Cartagena was defeated and ruined by the Romans in
146 AD. Rebuilt by them after 30 years, the city was conquered by vandals
in 439 BC. It was destroyed by Arabs in 698 and has never been rebuilt
since.
According to a classic legend which is to be found in Vergil’s Aeneid,
Aeneas encountered Dido and fell in love with her on his way to Latium
while he passed through Cartagena, after the fall of Troy (see also
Cymbeline, note 42). (2.1)
From a historical point of view, though, their meeting could not have taken
place as Troy fell in 1184 AD and Cartagena was settled 370 years later,
unless we consider one of the dates inexact. Anyway, a German
archaeologist discovered that Troy was situated in Dalmatia on the coast of
the Adriatic Sea, not in Asia. (3)

158 Shakespeare, William, Furtuna, Shakespeare. Opere complete, vol. 6, Bucuresti,
Univers, 1990, p. 441.
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In this scene Gonzalo refers ironically to Dido calling her ,,the widow Dido”,
which makes Sebastian call Aeneas ,,the widow Aeneas” on the same tone.
(4)

No explanation was found for Shakespeare’s attitude in this case regarding
the two characters in the classic legend (5) (actually, in Cymbeline
Shakespeare presents Aeneas as a man who does not keep his promises. See
Cymbeline note 42. (2.2)

A contemporary author to Shakespeare finds a pun in the name of the two
(6), (that is by splitting the name Dido in two, the first syllable di is
pronounced as the verb die thus becoming: “die, do that” (Ro. ,,mori, fa
asta”); Aeneas, split in two can be read as “any ass” (Ro. ,,orice magar”).

3.1. Endnote analysis

(1) After giving to the Romanian reader the keys to Gonzalo’s reference in
the text, that is situating Dido in a historical context, Stefanescu Draganesti
draws the reader’s attention to a possible confusion between the Pygmalion
in question and the sculptor, probably more familiar to a beginner in
mythology.

(2.1, 2.2) The reference made to the note in Cymbeline is not singular either
in the present endnote, or in this type of edition which is possible because we
are dealing with “the complete works” that group a few plays in a volume.
Consequently, the 8" and last volume which came out at Univers Publishing
House contains both Cymbeline and The Tempest and it is easy for the reader
to consult the given reference. Note 42 in Cymbeline completes the
information in note 22, thus making things clear for the Romanian reader,
both from the point of view of the love between the two and his character:
(on Aeneas) “Trojan leader, the son of Afrodita and of the Trojan Anchise.
According to Vergil’s Aeneid, after the fall of Troy, Aeneas succeeded in
escaping with some Trojan people by sailing away. When he arrived at
Cartagena, in North Africa, after a long journey, he and queen Dido fell in
love. But as the Gods requested that he continued his journey towards Italy,
he left Cartagena breaking the promise made to Dido who committed
suicide. So he proved himself guilty of perjury.”**°

(3) The point made in what I underlined as another particular characteristic is
related to the function of critical comments and the presentation of pros and
cons for the same hypothesis. Here the question of the city of Cartagena as
background for the love between Dido and Aeneas is rendered from a
mythological perspective, at first, only to be infirmed later by scientific facts
and latest developments.

159 Shakespeare, William, Cymbeline, Shakespeare. Opere complete, vol. 8, Bucuresti,
Univers, 1990, p. 228.
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(4) This is the one of the passages which, along with the introductory part on
Dido and the pun at the end, would have been preserved in a footnote in a
general edition as it actually refers to the context of the quotation, i.e.
Gonzalo’s allusion. The other pieces of information provided here would
have been otherwise treated as illegitimate and classified as comments
intended for specialists or students in literature.

(5) Once again, the annotator’s function as a critic (and not as a translator in
this particular case!) is present, testifying of the studies made by him and
other specialists in the field. He makes his voice heard by means of personal
comments every time deemed necessary.

(6) The last part of the note deals with the issue already outlined in point (5)
and with the explicitation of the puns in the names “Dido” and “Aeneas”.
The question of the note’s legitimacy cannot be questioned here as the
Romanian reader needs this kind of clarifying because all the playfulness
rendered by the English pronunciation is lost in the Romanian translations of
Dido (Ro ,,Didona”) and Aeneas (Ro ,,Eneas”).

Other types of endnotes by Stefanescu Draganesti deal with:
intertextual instances as the one in the first note on Gonzalo’s “he had no
drowning mark upon him”*® referring to the Fourth Book in Pantagruel.
However, the annotator mentions that according to the Randle Cotgrave
French-English Dictionary, it was a usual saying in the era'®’; Shakespeare’s
mistakes and their correction as in note 6 on the situation in act I, scene 2,
when Prospero and Miranda find themselves in the same boat. This means
that Milan was a port for Shakespeare, a fact also confirmed in The Two
Gentlemen of Verona by the scene in which Valentine tells Proteus about
leaving for Milan by ship via the port of his town, Verona (another error).
Note 23 also signals an error: “The city of Tunis has not been built on the
ruins of Cartagena”'® as Gonzalo points to Adrian in act Il, scene 1;
Elizabethan realities such as the frequent use of poisons that were said to be
coming from Italy in order to kill undesirable people (note 35)*® or the game
of chess considered to be very aristocratic at the time, dating from Middle
Ages and allowing lovers the pleasure of spending time together without
being supervised (note 54, ibidem); and comments on the action of the play

160 Shakespeare, William The Complete Works, available on http://shakespeare.mit.edu/.
181 Shakespeare, William, Furtuna, Shakespeare. Opere complete, vol. 6, Bucuresti,
Univers, 1990, p. 439.

162 Shakespeare, William, Furtuna, Shakespeare. Opere complete, vol. 6, Bucuresti,
Univers, 1990, p. 442.

163 Shakespeare, William, Furtuna, Shakespeare. Opere complete, vol. 6, Bucuresti,
Univers, 1990, p. 443.
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as in note 21'%* according to which Miranda, after including Taliban among
the men she has never seen in her life [I, 2], excludes him telling Ferdinand
that he’s the only man she has seen, except for her father [IIl, 1].

Conclusions

This paper was an illustration of the translator’s notes in general, and
endnotes in Shakespearean editions for the target readers, in particular. First,
we showed how the first Spanish translation from Hamlet is an application of
the principles of les belles infidélles, Moratin fulfilling the functions of a
critic, an annotator and a translator altogether, overtranslating/ overstraining
in his presuppositions (cf. Zaro, 1998). Second, we pointed out that in
bilingual editions, (end)notes mainly have a didactic purpose and are
intended for specialists, few of them dealing with issues pertaining to
translations such as the explicitation of allusions (cf. Henry, 2000). Third,
our own analysis of Romanian endnotes in learned editions testifies once
more to the mainly didactic character of this paratextual element (cf. the
translations from Shakespeare published by Univers).
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Electra — From The Myth Of The Character To The

Characters Of The Myth
Ada LUPU®

Abstract: The mythical hero modifies his status, becoming a literary
character, owing the writers’ contribution, which reinterpret, contextualize
and adapt the fundamental themes, reported to the social, hystorical, political
or religious context of their own contemporaneity.

The image of Electra appears changed in time, still framed in the
same picture. Intertextuality allows the character to differ from a well-
established route, maintaining however certain constant pillars through
which one may establish links between the works of different authors that
variously write on the same subject. As a consequence, the mythical
protagonist is constantly reinvented, as it happens in the case of the
supporting role of Electra from the Greek tragedy of Orestia, by Eschil, who
becomes Lavinia Mannon, central part of the modern drama Mourning
becomes Electra, by Eugen O’Neill.

Although there are obvious resemblances between the two texts, in
matter of form and substance, the modern époque brings a “filter” to the
character, when it comes to the special emphasis of the psychological aspect
of its structure. The individual becomes solely important, being capable of
acting on its own, free and responsible, obtaining a certain independence in
the detriment of divine intervention which both saves and dons the character
from its own freedom.

Key words: Electra, Eschilo, Orestia, Eugen O’Neill, myth, intertextuality,
psychology.

Artistic expression implies a route at the end of which, according to
the Aristotelian urge, one finds catharsis. In the case of literature, this task
relies on the author who must eternalize those specific aspects of existence,
which, processed by specific means, succeed in arousing an equivalent
reaction from the reader. Betting on the attributes of empathy, one of the
most common methods of cathartic closure is tackling the tragic. Opting for
this aesthetic category suggests the appetence for the fundamental sources of
inspiration, where one may find what is known as universally valid. The
great themes, elementary concerns of humanity, ancestral fretting, mystery,
the obsession of cognition, enigmas ... all these have routes in myth. And

* Master’s student at Drama Department of “George Enescu” University of Arts, Tasi
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myths are linked to heroes. Modern man, searching for reference value,
places the hero on a plinth and feels like showing it to the others. The more
the viewers, the better the popularity of the hero. As a consequence, by
emerging through literature, drama scripts, musical works, painting, the
mythical protagonist overcomes his status, becoming a malleable material.

For so long contemplated and worldwide known, Electra cannot
remain a legendary character, codependent with the myth. She “branches
out”, changing as her name does orientate one’s imagination to a single
direction, rather pointing out the idea of the character of the myth, instead of
the myth of the character. Always constant remains the “story”. The theme.
The myth itself. Electra’s struggles will be identical, but the intertextuality
gives the author the possibility of creating original mythical characters, not
only “borrowed” and assimilated, but also reinterpreted, contuxtualized, ,
newly adapted and personalized. As a consequence, from Eschilo’s trilogy to
the modern version of Eugene O’Neill’s, Electra doesn’t stand out from the
story, but evolves as centuries go by. From mythical times, Electra continues
her path, and if Antiquity unleashes her as character in Orestea, as Eschilo
depicted her, in 1931 history transports her in the realm of American
literature, on the setting of Mourning becomes Electra.

Intertextuality supposed a sum of resemblances and distinctions, so
the reader is induced the idea that he not only reads two versions of the same
story, but rather two stories of the same story. From an outward view, the
first parallelisms are noticeable when it comes to form. The three texts which
draft Eschilo’s tragedy (Agamemmnon, Choephores, Eumenides), become in
O’Neill’s play The Return Home, The Persecuted and The Ghosts. The
characters are commuted from Argos to New England, where the post-Trojan
war social context is dislocated by the situation of the year 1985, little after
The Great Secession.

In order to perfect his transmutation, O’Neill changes the characters’
names. So, the people of Atrids become the Mannon family, Electra being
renamed Lavinia, Clitemenstra, Christine; Oresteo, Orin; Agammemnon,
Ezra; Egist, Adam Brant. However, the family tree remains unchanged; the
contemporary text imposes supplementary struggles for the characters, the
subject of the play being influenced not only by ancestral obsession of
mythical kind, but also by modern issues. As a consequence, the
contextualized text supposes the novelty of names, such as Peter Niles or
Maria Brantome.

The journey through texts about Electra influences not only a change
of scenery, social and historical context, of name, but also depicts changes
when it comes to identity, the character being able to evolve from one author
to the other. In Eschilo’s writing, Electra seems to be a simple observer,
lacking her own initiative. Not knowing the religious customs, she cries for
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help from the old ladies of the choir, her need of revenge in the name of her
father having roots not in her own vain-glory, but rather in a childish
innocence. So, the character becomes the victim of a stereotypical
consequence, without realizing the gravity and complexity of her murderous
gesture. Although inner struggles are obvious, the fact that these struggles
are constant and linear give a certain austerity to the character.

As time goes by, Electra becomes more complex. Sofocles
consciously assimilates the burning desire of vengeance, giving it a certain
trace of holiness. Euripides depicts a labile character, from a behavioral point
of view, unstable, her actions being always constructed as a contrast, giving
the impression of a certain complexity. From a naive instigator to a fully
conscious one, until she becomes a guilty part in the murder, the descendent
of the Atrids is constantly evolving, in the XXth century Lavinia Mannon
imposing her strong psychology and emotional intelligence in literature and
drama.

These changes in character determine, in the same time, another
development of the story. Although the general lines remain constant, the
difference between Eschilo’s tragedy and O’Neill’s modern drama comes
from the view upon the major theme, different in both authors. Eschilo
insists upon Agamemmnon’s faith and depicts the evolution of the Atrids,
Electra being only a secondary presence, when O’Neill insists upon the
feminine character, being concerned by her psychological construction. If in
Antique tragedy man is punished by gods owing to the hybris, the
importance of divine intervention overwhelming human structure, always
trying to understand life and its purpose, in modern ages man has the ability
to choose, the characters becoming the consequences of their own actions
and decisions. That is why Lavinia says: “I do not ask God’s forgiveness. |
do not ask forgiveness from anybody. | forgive myself... | hope there is a hell
for good people.”

Giving the characters a psychological dimension afflicts not only on
Electra. The Oedipian complex affects Orin, making him confess to his
sister: “You don’t know how much you’ve becomes like mother, Vinnie! |
do not mean only your beauty.”. The permanent link to the antique trilogy is
supported by maintaining the idea of hybris, the Mannons being carriers of a
curse, children having to stand against the mistakes of their ancestors. More
than that, the roots of the family become indestructible, situation which
generates another idea in Orin: “Don’t you see that | am now the father and
you the mother?”. Clitemnestra’s rebellion, incapable of sacrificing Iphigenia
for the victory of Agamemmnon translates into Christine’s hatred, who
detests her husband starting with her wedding night. The glorious sacrifice of
Ezra Mannon’s return becomes, in O’Neill’s play, Orin’s departure to war.
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From these fundamental pillars, the conflicts of the two trilogies are
constructed from different views, maintaining certain common elements,
which permit intertextuality. Alike, but not identical, the two dramatic works
speak about the same subject, placed in two different landscapes and
cultures.

The parallelism is obvious when it comes to the first two plays of the
trilogies. If in Agamemmnon the husband who victoriously comes back
home has been betrayed in absence by Clytemnestra, who commits adultery
with the cousin Egist, Ezra Mannon confronts with the same situation,
Christine being unfaithful by having an affair with Adam Brant, the person
who wants to revenge Maria Brantome.

The similitudes continue to appear in Choephores and The
Persecuted. Trusted by Apollo with the mission of revenging his fathers’
death, Orestes returns from Phocis and, costumed as a traveler, enters the
palace where he murders his mother and her lover. Orin only kills Adam
Brant, but, indirectly, he is morally responsible for Christine’s suicide. In
both plays, the murderer undertakes a significant physical and psychological
decrease, although the American playwright emphasizes the stringent role of
Lavinia, her repeated interventions being the root in triggering murder.

The intertextual unbalance is in the end, where O’Neill opts for a
different solution from the one depicted in the Eumenides. In Greek tragedy,
the verdict belongs to the gods, Athena being the judge of Orestes’ faults.
Here, the emphasis in transported, starting with the importance of divinity
and, after that, the importance of society, man himself being the last
component of the mechanism. In Mourning Becomes Electra this route is
covered from the opposite way, the decisional power belonging to the
individual. Orin commits suicide, incapable of bearing his guilt, being driven
by the wish of reuniting with his mother; Lavinia solely chooses her
punishment, by isolating herself. She rejects the possibility of marrying Peter
Niles, becoming the consequence of her own decisions.

Although it leans on Eschilo’s pillars, O’Neil is selective in his
choice and transforms his inspirational Greek tragedy into a modern one. The
main difference is that the contemporary text focuses on the individual, the
particular soul that, although engaged in a certain context, is the sole person
responsible for himself. Destiny, as Sartre viewed it, replacing existence
cursed under the sign of fatality, with freedom of choice, a loud conscience,
the spirit of responsibility unleash the human being from the tragic
incapacity of act, in order of placing it in a new form of tragedy, more
profound and stirring: the tragedy of the inability of act. So, the question,
which naturally arises in the conscience of Mourning Becomes Electra’s
readers is if the modern approach of the goal of existence unleashes the
individual or, rather debunking sentences man to a strange form of freedom
which automatically becomes one’s prison.
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Towards a Visual Theatre: Adolphe Appia and the Theory of
the “Living” Space

Alexandra-loana CANTEMIR *

Abstract: Adolphe Appia, Swiss director, set designer and theoretician, is
one of the first theatrical creators who put an emphasis on the expressive
force of stage image and the first theoretician of the aesthetic relation
between the actor’s body and the space of the stage. Through his rethinking
of the rapports of the elements that participate in the stage directing process
(be it the case of either a drama performance or an opera one), Appia turns
out to be the advocate of a mainly visual type of show, in which the actor’s
body, subordinated to music and conquering the space around him through
the opposition of his mobility to the stillness of the latter, carries out to the
spectator the essential ideas of the dramatic show. Therefore, the director
thinks of the actor’s “living”, suggestive body as the main pillar of the show,
which coordinates all the other elements of the staging. In order to help this
body express ideas, and not signify them, Appia holds forth a drastic change
in set designing, a rethinking of the space of the stage. Beginning with
Appia, visuality and corporeality shall become basic principles of theatre,
and the text a mere pretext for staging.

Key words: Appia, directing system, “living” space

One of the moments that have substantially and irrevocably changed
the way one thinks of the art of the theatre is the moment the director’s role
started to be of importance. At the turn of the 20" century — thought of as the
director’s century —, this relatively new function was not quite defined,
however, through the work of the great theatre makers from that time period,
the director stopped being a mere rehearsal organiser and began to be
thought of as the one to organise ideas, dissecting (and, sometimes, ridding
himself of) the dramatic author’s discourse in order to create one of his own,
that was to be expressed through his own system of signs and expressions.

The director gradually took upon himself the dramatic author’s role
as the main creator of the theatrical discourse, the structure of which he
changed in order to try to discover and use the specific of his art in the
staging of the show. From the moment the director’s art had begun to
develop, theatre started to separate itself from literature. Having no longer
been reduced to the function of bringing on stage a text of the dramatic

* Doctoral Student, George Enescu University of Arts, Tasi
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genre, the theatrical show began to reveal itself as a stand-alone work of art.
One of the direct consequences of the replacement of the dramatist’s
supremacy with the one of the director is the change of rapport between the
dramatic text and the other elements of the dramatic show, leading, in some
cases, to a strong development of the visual component of the mise-en-scene.

Adolphe Appia (1862-1928), Swiss director, set designer and
theoretician, is one of the first theatrical creators who put an emphasis on the
expressive force of the stage image and the first theoretician of the aesthetic
relation between the actor’s body and the space of the stage. He is well
known as one of theatre’s benchmarks mostly due to his theories, as his work
as a director and set designer is relatively scanty'®®. His most important piece
of writing is the thesis The Living Work of Art (L’oeuvre d’art vivant, 1921),
in which he defined his views on the performing arts. It was preceded by the
essay Staging Wagnerian Drama (La mise en scene du théatre Wagnerien,
1891), and by another essay, Music and the Art of the Theatre (Musique et
mise en scene, 1897).

Due to the way in which he drew his ideas on the specific of the
theatre, Appia is thought of as the first philosopher of the performing arts. As
a matter of fact, his theories go further than simply defining a number of
principles and methods of staging a dramatic show as they strive to define
the essence of the art of the theatre.

Adolphe Appia is one of the creators who came up with a different
view on theatre, denying the Naturalist current and trying to transcend the
mundane reality, entering the realm of metaphysics, of pure and essential
expression. Through his rethinking of the rapports of the elements that
participate in the stage directing process (be it the case of either a drama
performance or an opera one), Appia turns out to be the advocate of a mainly
visual type of show, in which the actor’s body, subordinated to music and
conquering the space around him through the opposition of his mobility to
the stillness of the latter, carries out to the spectator the essential ideas of the
dramatic show.

The director’s view on art, under the strong influence of Richard
Wagner’s theories, tends to incorporate the idea that theatre is a synthesis of
the other arts, but only after a deep analysis of the way each and every one of
these “elements” can help create a “living work of art”, the specific of which
must also be defined. After scrupulously analysing the specific of each of

%5 The majority of the performances directed by him are mises-en-scéne of operas
composed by Wagner, whose music is considered by Appia to be the artistic ideal embodied
and whose theories have a strong influence upon him. For these shows, Adolphe Appia was
mainly preoccupied with designing dynamic sets, “living” spaces that must help the artist
express what the music contains (music being the sole perfect art, in his opinion, the one art
that is complete by itself and, therefore, must subordinate all the other arts).
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these arts'®® — which he divides in two categories, temporal arts and spatial

arts —, Appia draws the conclusion that “the ruling and placatory principle
that shall determine the union of the various forms of art to merge
simultaneously into one adjoining point”*®’ is movement.

This principle is represented on stage by the actor’s “living” body,
around which all the other elements revolve. In order to help this body
express ideas, and not suggest them, Appia holds forth a drastic change in set
designing, a rethinking of the theatrical space. He ironically claims that
turning to the 16™ century usage of plates to stand for the space where the
action takes place is much preferable to the Realist set design which does
nothing to aid the theatrical expression because it fails to apply the governing
principle of dynamic required by the stage image.

Relinquishing the painted on canvas set, which Appia considers to be
artificial, just like the Naturalists, he thinks out his set designs using all the
three dimensions (the horizontal, the vertical and the depth of the stage). But,
unlike the Naturalists who hastily bring on stage civil life resembling objects,
Appia creates Symbolist set designs by using enormous volumes and strong
contrasts between the straight lines of the set and the rounder forms of the
actor’s body.

Moreover, having the benefit of the freshly developed electric
lighting techniques, he discovers new ways of shaping the space through
light and shadows, hence becoming the director who “made the lighting
scheme a requirement of the dramatic show” .

Although Appia is the one who discovered “the light that casts
shadows, bearing forms, volumes, colour and rhythm”'®°, he is also very
keen on carrying forth that one must use a technical means only if it is called
for and justified in the staging of the show.

At the turn of the 20™ century, projecting had started being used as a
means of either enhancing images on stage, or entirely replacing set design.
Appia can only agree to its usage as long as it “becomes a means of
expression which can both influence the aesthetic of the set and have a
logical justification in the development of the drama”*"®. From his point of

1% y. Appia, Adolphe — Opera de artd vie (The Living Work of Art), translated in Romanian
by Elena Dragusin Popescu, UNITEXT Publishing House, Bucharest, 2010, the chapter
Elementele (The Elements)

%7 idem, p.14-15

198 Saju, Octavian — In cautarea spatiului pierdut (In Search of Lost Space), Nemira
Publishing House, Bucharest, 2008, p. 117

199 Siito, U. Andras — Dialectica poieticilor teatrale in sfera creatiei scenice (Dialectic of
Theatrical Poetics Regarding the Onstage Creation), Princeps Edit, Iasi, 2007, p. 109

70 petrovici, Virgil — Lumina si culoare in spectacol (Light and Colour in the Drama Show),
Albatros Publishing House, Bucharest, 1974, p. 112
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view, technical means must be subordinate to the same rule as the
aforementioned “elements”: they all must complement each other and, thus,
work together in supporting the actor’s “living” body’s effort to carry out its
dramatic and aesthetic mission.

It is the same reason that made Appia design his lighting schemes
starting from the power light has in enhancing the actor’s expressivity and to
reveal emotional or moral contrasts between characters. With this in mind,
he is also the first director to use the chiaroscuro technique and deny the rule
stating that the actor’s face must always be in the light. He even went as far
as to sometimes place the actor who talked out of the reach of the spotlight,
choosing to present the audience with the face of the actor who listened.

Through this type of means, one can achieve contrasts that grant to
the stage image dynamism and the power to express, in newly found ways,
something that is higher than the well-known “slice-of-life” situations. Appia
is interested in presenting the spectator with a path that grants access to the
realm of higher ideas, and the type of theatre he suggests leaves no way open
for the interference of the mundane on stage.

Another one of his innovations is suppressing the footlights, which he
does out of the desire to set a direct path of communication between the
stage and the audience’s space, trying to make these two spaces merge into
one common space that is bound to make beings meet each other on a higher
level. Appia does not believe in the idea of a distant, uninvolved audience,
but in the spectator who takes part in the act of creation which is, in fact,
made for him, an essential condition that, as Appia claims, is too easily
forgotten by artists, who drift therefore farther away from the “living” art.

The director imagines a “future cathedral” where people gather in
order to communicate through art, freed from social rules and false
inhibitions towards art, their fellows and themselves.

Probably fully aware of the impossibility of the pure, ideal art he
describes in his thesis, Appia writes the last part of The Living Work of Art
making usage of verbs put only in the future tense to passionately describe a
way of living art through selflessness, using a style that highly contrasts with
both the ironic way he describes the art that refuses “life”, and the
methodical, argumentative style used in defining his aesthetic principles.

Therefore, Appia realized that he was holding forth a utopia, but his
dream of transforming space in order to modify the type of contact the
audience has with the work of art has influenced entire generations of artists
who set direct, unhindered and unaltered communication with the audience
as their art’s purpose. We refer here especially to the adepts of the
performance art who created a complex artistic language in which elements
of each art are reinterpreted and used in a heterogeneous space to reflect their
own view on themes that are seldom in regard with the social and political
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reality, which they force the audience to confront, not rarely by trying by all
means to shock the latter in order to force them to act upon experiencing a
powerful emotion. In other cases, the performer of this type of art can choose
to renounce all aesthetic forms of expression and “invite” the spectator to
communicate on a much more personal level'”, using space only as a venue
where the human-artist and the human-spectator meet (thus, putting in
practice the theory of the “living” space from its public-concerning point of
view, but failing to meet its aesthetic-related view on space).

Octavian Saiu believes that the space theory described by Appia is
entirely unrealistic'’?, however, he also names some of the creators who
developed and put into practice the Swiss director’s aesthetic ideas, recalling
those who have been inspired by Appia’s ideas on light (Giorgio Strehler,
Robert Wilson), as well as those who managed to bring on stage the music-
space relation he described (Pina Bausch, Merce Cunningham)'’®. This
brings us to the conclusion that Appia set the basis of a theory on space that
is practical only on an aesthetic level, but fails when it comes to bringing
into the equation the utmost factor (as Appia himself believed): the intimate,
spiritual space of the spectator.

Appia is neither the first, nor the last in the line of “directors who
take on an obsessive interest in a theatre they perceive as an art of a vital
flow between viewer and performer”!’, just as he is neither the first, nor the
last one who tries to physically alter the theatrical establishment in order to
make way for the essential transforming of the Space the human being
conquers and expresses through their body*”>. And maybe within this

! For instance, one of Marina Abramovic’s performances, The Artist Is Present (March-
May 2010, MoMA, New York) was based on the “simple” encounter, in one room of the
museum, between a spectator and the artist who had been waiting in complete silence,
sitting on a chair, in front of a table opposite which there was another chair, an empty one.
The moment when a spectator sat on the empty chair, nothing spectacular started to happen
— Abramovic would simply continue to sit silently on her chair, looking straight into the
newcomer’s eyes, inviting him to exchange emotions and energies through this glancing
dialogue that could stop at any time through the spectator’s decision to stand up and walk
away.

172 «pAppia is for the theatrical set what Artaud is for the actor’s art: a role model to be
admired, glorified, but never achieved. Appia’s space is a utopia of stage visuality, just as
much as the actor’s art is a utopia of theatrical emotion in Artaud’s case.” — Saiu, Octavian,
op. cit., p.116

173 «In Dance Theatre, music generates the volumes’ rhythm in space — what else did Appia
postulate?” —id., p. 125

7 Crisan, Sorin — Teatru, viatd si vis: doctrine regizorale. Secolul XX (Theatre, Life and
Dream: Directors’ Doctrines. The 20" Century), Eikon Publishing House, Cluj-Napoca,
2004, p.28

7> The word “body” is used by Appia to define the visible part of the human being, through
which the other existence-defining parts (soul and spirit) manifest themselves, and,
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struggle lies the reason his system remains an untouchable ideal, even if, as
we have mentioned before, some of his ideas have been developed
practically by the artists following him.

George Banu points to another flaw in Appia’s theory on theatre,
which he blames on “the Classic’s appeal for a finite work of art, belonging
to a unique author”!’®. Stating that the dramatist’s role in theatre resembles
the composer’s one in music, Appia suggests that the dramatist uses the
musical notation system to ensure that the staging of his play follows his
directions. Even if they say that Appia marks the beginning of the director’s
century, it seems that the idea that the dramatist rules over all else remains
paradoxically attached to his other principles.

Another issue of his system — that is not encountered by Edward
Gordon Craig’s theories, which are fairly similar to Appia’s regarding the
visual component of the dramatic show — is the lack of details on how should
actors adapt their techniques to the type of space it involves. As the same
George Banu put it, “any director’s revolution is doomed to fail without the
foregoing preparing of a new type of actor”.*”’

Even if he states that he is against Realist theatre and its opposite,
mechanical acting, Appia does not present us with another acting style. Even
though he is at all times preoccupied with the actor’s “living” body, the
director does not offer him practical solutions to the matter of expressing
himself in the new theatrical system.

In order to find the answer to this dilemma, we can look into Richard
Wagner’s notes on acting, as he had a great influence in shaping Appia’s
thoughts on art. The great composer wrote an entire chapter of his work
Opera and Drama analysing the performer’s expressive means (be it the case
of a dramatic or an opera performance) and he mainly focused on the vocal
expression.

He proceeds by demonstrating that the form of musical expression
came before the one that made usage of words, and then he formulates a
theory according to which words do not carry the true meaning of that which
we try to express, but, on the contrary, they can hide the truth. Our voice, and
not the words we say, is the true conveyer of ideas and feelings. The
composer goes one step further and analyses the relation between vocal
tones, vowels and consonants, emphasizing the subtle differences various
elements of these three phonetic categories make in regard with expression.

furthermore, he defines the adjoining point of the time and space coordinates: “Our living
body is the Expression of Space lasting in Time and of Time lasting in Space.” (Appia,
Adolphe, op.cit., p.68)

7% Tonitza-lordache, Michaela & Banu, George — Arta teatrului (The Art of Theatre),
Nemira Publishing House, Bucharest, 2004, p.192

Y7 1dem, p.212
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If we agree that Wagner’s influence on Appia was manifested also in
what concerns his requirements from the actor, then we can draw two
conclusions from the composer’s aforementioned ideas. Firstly, Appia is
more interested in the actor’s voice than in the words of the play. Secondly,
within this lies the reason for him suggesting that the dramatist should use a
notation system similar to the one of composers, because the mise-en-scene
should too, as the other elements, subordinate itself to music, and the
dramatist might ensure, in a composer’s manner, the inalterability of the
ideas and feelings expressed throughout his text, were he only to think of it
as a universe of musical expression.

But, aside from this, what other clues do we have regarding the
acting style to be approached in this directing system?

Sorin Crisan states that “in Appia’s case, staging, ensuring its ruling
rights, and, just the same, the set design are put in the service of an actor
whose space has been profoundly changed.””® He later adds that “one
cannot deny the existence of an inner realism which is necessary for the
fulfilment of the ‘stage contract’” between the audience and the
performers”*”, thus offering another possible answer regarding the acting
style adequate for this “living” space.

Despite these unsolved issues of his doctrine, Appia is one of the
great visionaries of theatre, as his theories, alongside Edward Gordon
Craig’s, have drawn a new path, marked by the idea that one must rediscover
the specific of the art of the theatre, which, according to the two directors
and theoreticians, can be found in movement, in the actor’s expressive,
meaning-bearing gestures.

However an untouchable ideal Appia’s “future theatre” may be, his
aesthetical ideas have marked the beginning of a new era for the performing
arts. “Beginning with Appia, the dramatic art seizes to be ruled by the art of
the dramatist”**®. Beginning with Appia, visuality and corporeality shall
become basic principles of theatre, and the text a mere pretext for staging.
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The Trojan Women — Sandros. Debunking Or Rather
Reiterating Tragic?

Alexandra BANDAC®

Abstract: The concept of “tragic”, derived from the Greek tragikos, signifies
the existence of a conflict which solves, after numerous obstacles, with the
death or defeat of certain heroes, certain aims or social values.

One can invoke a contemporary tragic. A gross form of tragic, bitter
and passionate, meant to be understood by the audience as a scenic
metaphor: a tragic of the question, of the answer which we are afraid to find
out. The conscience of our own defacement, of our almost fatidic failure...
So, we do shift to Antiquity. The sense of error is primary for the
autochthonous being. It is the case of the Hungarian dramatic writer Katalin
Thuroczy, who presents her original view upon a well known text, The
Trojan Women by Euripides. Sandros, a play with a real poetic force,
translates into postmodern language the story of war and women.

Key words: Sandros, The Trojan Women, Kathalin Thuroczy, Euripides,
tragedy, tragic.

The concept of “tragic”, derived from the Greek tragikos, signifies the
existence of a conflict which solves, after numerous obstacles, with the death
or defeat of certain heroes, certain aims or social values.

Tragedy is a species of dramatic literature, born in the Vth century
B.C. It experienced a glorious period in Antiquity, especially in Greek
culture, but also in the XVIIth century, integrated in the French classical
wave.

Without insisting upon the evolution of the concept, as well as the one
of the specie, whereas the analysis would deflect, somehow, from the above
mentioned theme, | deliberately launch the first theatrical “perplexity”
which, | must confess, has been haunting me for some time: how do we
percept tragic nowadays?

Trying not to “loiter” on the somehow sterile land of dramatic theory, |
find it rather important to clear and understand our particular “modern”,
“post-post-post modern”, “contemporary” way of seeing, feeling, living the
tragic. How else would | dare to set foot on stage, when | cannot possibly
know this substantial answer?

* Master’s student at Drama Department of George Enescu University of Arts, Tasi
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Right. Tragic. Aristotle defines the concepts of mercy and fear —
videlicet the triggers of katharsis, mighty feelings, intense inner struggles,
not only for the ones wearing costumes and masks on stage, but also for the
audience, almost always desperate after food and art. Centuries, characters,
masks, public squares, Shakespeare, actors, rhymes, classical tragedy,
authors, songs, comedies, melodramas, realism, fashions, director(s). The
tragic farce. Estheticians, philologists, theatrologists. Ideas and concepts.
George Steiner publishes an important and relevant writing — The Death Of
Tragedy. And how could it not die (tragedy), when we have grown so much
apart from it? We mock heroes, we give them off the significant pedestal of
(theatrical) immortality, we force them to drop off the hooks under the sheer
spotlight, we dirty their values. Do we still have values? Is destiny still a
given, a blind force in front of which we struggle helplessly, angering the
gods, defying them, when we already know that the fight is doomed to
failure?

No. We do not have values anymore. We do have, anyway, a trace of
conscience. The XXth century spotlights the struggle of a perplexed being,
lost between hazard and industrialization, confused because of the numerous
and unexpected socio-political changes. Theatre, as a loyal mirror, focuses
on depicting characters lacking psychology, wandering on stage, people
engaged in useless mechanisms, incapable of communicating, who cease to
live and randomly exist. It is the time of the theatre of the absurd, of
renewing form and substance.

One can invoke a contemporary tragic, underlined by the above
mentioned theatrical trend. A gross form of tragic, bitter and passionate,
meant to be understood by the audience as a scenic metaphor: a tragic of the
question, of the answer which we are afraid to find out. The conscience of
our own defacement, of our almost fatidic failure... So, we do shift to
Antiquity. The sense of error is primary for the autochthonous being.

And yet... do audiences still have a taste for tragedy? Can we, theatre
people, still play the great Antique texts?

Yes, we certainly can. The staging must, however, be “updated”. And
sometimes the “update” comes, surprisingly, from the text itself. It is the
case of the Hungarian dramatic writer Katalin Thuroczy, who presents her
original view upon a well known text, The Trojan Women by Euripides.
Sandros, a play with a real poetic force, translates into postmodern language
the story of war and women.

Keeping the original names of the characters, Thuroczy imagines their
lives in current times, in a horrid and recognizable reality. Outside — the War.
A war which has been lasting for ten years, nameless, aimless, useless. Inside
— a wretched basement, home for four women, four typologies, four stories.
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Hecuba, Priam’s widow, isn’t a grieving hero, such as in Euripides
writing, mourning for her dead, imploring gods to keep at least grandchild,
the son of Hector, alive. In Sandros, remaining the central figure, Hecuba
appears as a senile, old lady, indifferent to the atrocious reality of war; she is
ill, useless, continuously delirious, having moments when she bursts in
remembrances of her resplendent youth alongside her beloved Priam... Up to
the middle of the play, the audience is tricked to accept a debunked sketch of
the queen, a slightly ridiculous portrait of the hero. However, in the abject
basement of contemporaneity, Hecuba reigns. When one is almost sure that
the wretched daughter-in-laws — Helena and Andromaca — are to kill her, the
queen bursts from misery and reveals the force and majesty of an Antique
character. She knows everything, sees everything, understands and
anticipates everyone’s moves and thoughts and her apparent madness is only
a shield meant to protect her. Indeed, in this ghetto, these women aren’t
linked to each other by blood, friendship or the sense of duty, but rather each
and every one of them fights for her own skin.

Supporting characters, diminished in Euripides’ tragedy, Hecuba’s
daughters become central figures in Thuroczy’s text. Polyxena, who is only
mentioned in Hecuba’s monologues in the Antique writing, becomes a
primordial pillar when it comes to the modern drama. Matured before her
age, frustrated and lonesome, Polyxena is, in my opinion, one of the most
interesting characters of the play. Her virginity is no longer reason for pride
and moral, yet somehow, spiritual purity, but rather a burden of an unusual
lack of experience in a distorted society. A sin, reason of mockery for the
sisters-in-law: Helena and Andromaca. Enslaved by her own sexuality,
Polyxena must stand up to all humiliations, working night and day,
devotedly caring for her nephew — Astyanax, Andromaca’s son. She is a
devoted mother, but a childless mother. She doesn’t participate to the argues
and jokes in the house, trying to detach herself from the cruelty which
surrounds her. She is still and quiet, seeming to be boring and tamed, but,
interestingly, she is the one living the terror of war in the most acute and
tragic way possible. It is a cruel war, invisible for the spectator, a war which
kills men... destroying hope and dooming poor Polyxena of a life of celibacy.
Frustration bursts into the sense of duty, and Polyxena is the one living a
double life, sneaking every night from their shelter to give herself to an
enemy: her first and yet her last love. Revealed by the tandem Helena-
Andromaca, she is harshly beaten by her mother, losing her baby in womb,
therefore missing her last chance of maternity.

Cassandra seems to be, in Thuroczy’s writing, a lunatic. Caddish, mute
and always hiding in corners or underneath her mother’s bed, she amuses yet
frightens the cohabitants of the basement. Her silence alternate with spurts of
clairvoyance, Cassandra being the sole information link to the outside world.
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She is the one who foretells the death of her brother Hector; | found very
interesting the way in which Cassandra talks: unravelled and prophetic, her
interventions marking, usually, the key knots of the play. When embittered,
she recites a prophecy, under the appearance of a curse... because all her
words are bitter and spiteful. She is alone. Secretive and always hungry. She
doesn’t relate to others besides her mother... and this relation is hard to
define. Oscillating between hatred and love, Cassandra sometimes solaces
Hecuba, embracing her and sweeting her nightmares, and sometimes she
curses and damns her mother.

Helena, Paris’ wife, abandoned in misery, becomes a caricature of the
Ancient character... Her long faded beauty still resembles some traces of
yesterday’s voluptuousness and charm. Somehow fat, lazy and always ready
to start an argument, she floods the space with her arogance and superiority.
She isn’t stuck here because she followed her soul mate, but because she is
the victim of a shallow game of interests, orchestrated by her mother-in-law
Hecuba. If in Euripides’ the queen of Troy is begging her daughter in law to
return to Menelaos in order to end the useless war, in Thuroczy’s writing
Helena’s versions seems more plausible. Hecuba is, indeed, a degenerate
mother, neglecting her daughters and sacrificing them for the glory of her
warrior-sons. It seems that Helena was picked by Hecuba for her beauty and
fertility, to give birth to strong nephews, future kings of Troy, but her plans
didn’t work out...

The last part of the frame is Andromaca, the young daughter in law, the
wife of Hector. United with Helena in hate for the evil Hecuba, she despises
war, the family in which she has been forced to enter, her harsh and brutal
husband, her infant that resembles the horrid husband, the weather, the air,
the food... She is first among the discontented, becoming a bidding part for
any young actress. Her multiple rebellions are nothing but cries of despair.
Although she confesses to Helena and admits her hatred for Hector, a rude
and vulgar partner, when she finds out that he is dead she suffers from the
bottom of her heart. Astyanax is her unwanted baby, making her feel
connected to the horrid family of Troy. She is frightened when Polyxena
manifests care for her son, feeling that her sister-in-law is planning to steal
her infant, therefore she becomes possessive and jealous.

Thuroczy plants two supplementary characters: Penthesilea and
Sandros.

Being the image of war, Penthesilea is a sort of army-woman, young,
yet authoritative, she decides to live in Hecuba’s basement, because it is a
safe place. There is a sort of order she brings in the live of the four women
and yet her presence worsens the conflicts. After her husband’s death,
Andromaca lives an acute episode of frustrated love which bursts over
Penthesilea.
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Sandros is a 13 year old boy. The sole masculine presence (alongside
the infant Astyanax), Sandros is innocent and somehow corrupted in the
same time. He falls in love with Helena, giving her “treasures” collected
from the front, promising her to always love and protect her. He becomes
friends with Polyxena, being the first to notice her nocturne escapades, he is
protected by Andromaca and tolerated by Cassandra and, of course, by
Hecuba. Exponent of innocence and hurried maturity, Sandros is the one
bringing guns to the shelter and protecting the women. He dies fighting for
them.

The mirror of contemporaneity apparently distorts Antique types.
However, | find the change insignificant. War is still stupid and useless.
Furthermore, it is a nameless war, a causeless one; people have been coping
with it for the last 2000 years, women have been left alone with their
children. Of course, in Thuroczy’s case, women are depicted from a modern,
Freudian point of view. Hysterical and anguished, they have almost
hormonal bursts, creating semi-paroxysmal conflicts starting from the most
commonplace situations. In center there’s Hecuba — the mother. She sleeps,
but she’s always informed. She hides a treasure under her bed — garbage, old
boxes, suite cases (a touch of Beckett), and her rambling is merely a
counterbalance for her tyranny. Her daughters are degenerate: one chokes
her sexual instinct, the other resembles a rape victim. Then, the daughter-in-
laws: Helene a disgraced diva, with her flabby body, trying her charms on an
adolescent, finds comfort in food. She stuffs herself with potatoes and
chocolate and secretly plans to murder her mother-in-law during her sleep.
Andromaca depicts frustration. A much too young mother, alone, deserted in
this ghetto, suffocated by her infant, she burst into a lesbian love towards
Penthesilea. It may be a desperate need of recovering her dead husband. Or,
on the contrary, it may be what psychologist Jacques Andre calls “tiny
madness” — the need of identifying oneself through the same gender,
complex game of searching and finding. Underneath the mask of frailty,
Andromaca hides her true identity — a masculine one, being a woman
disguised in ... a “woman”. From the same clinical point of view, Andromaca
neglects Astyanax because she doesn’t want do overwhelm her baby with her
sexual frustrations. Of course, this field may be developed when working on
stage.

So... how do we understand the concept of “tragic” nowadays? | would
dare to say we are amazed by the relationships we see on stage rather than
by stories. We need to identify with the man on stage. We empathize with
the actors alive on stage. And we are frightened by the conscience —
threatening, awake, always ready to sanctions us when we are wrong. It
always alerts us when failure is about to happen. When everything is
senseless. When time goes by and we’re incapable of stopping it or, worse,
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of understanding it. We’re incapable of understanding. Ourselves. We do not
communicate. We’re anguished. By nothingness. All these, united by the
stage metaphor create — from my point of view — a contemporary sense of
tragic. Yes, we do not have heroes nowadays. But the living characters on

stage are perhaps conscious of the futility of the moment.
““Sandros: so it’s over/ | wasn’t a child/
I didn’t have the chance to be an adult/ who knows what have | lived
for and
what have | died for / maybe you/ may God have mercy/ for everyone”

Slow curtain, The End

Bibliografie:

Andre, Jacques — Nebunii minuscule urmatid de Nebunii ucigase, ed.
Fundatia Generatia, Bucuresti, 2010;
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Petrica, the Ageless Master
Florin FAIFER®

Abstract: The text outlines a birthday portrait of actor Petru Ciubotaru, full
member of ,,Vasile Alecsandri” National Theatre of lasi, whose successfull
career started five decades ago. As a gifted story-teller, the master should
decide to write a book with his memories from the theatre.

Key words: Petru Ciubotaru, actor, birtday, thetrical career.

In 2013, at UNITER Gala Awards, with lon Caramitu UNITER president

Everybody calls him Petrica and indeed his nickname suits him, even
now, when he is tremendous (or, adding a little respect to it, an illustrious)
membre of National Theatre in lasi. His age is the age of youth, even when
he speaks in a husky voice or wears a ruler’s beard. Robust, felling the stage
with his energy, awfully playfull, funny like Ion Creanga’s characters,
sometimes pensive — an always young.

The first role | remember him in was actually a teenager — Jeff — from
Holiday Games by Mihail Sebastian. A brother of mine — if | may say — as

* Professor PhD at Drama Department, George Enescu University of Arts from Tagi.
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endowed as | am for the appaling subject: Math. It is a field inaccessible to
my mind insofar as old man Andreescu, our baleful mustached and beetle-
browed teacher, one wrote in the school role “n.i.” by my name (meaning
“he has no idea”). Just like poor Jeff, I assume.

The year have passed, the roles started to gather in Petru Ciobotaru’s
creation. At the beginning, the roles were not important, but many — thank
God! — and interpreted with great mastery, so that everyone remembers
them. From the Chauffer — let’s say — in some play, the Officer, Waiter,
Grenadier, Announcer to... God. Then the Clown (from the Twelfth Night by
Shakespeare), the Actor (in The Lower Depths by Maxim Gorki), the Guard
(in the Ghost Chase by lon Baiesu) and many other interpretations in plays
by Aristophanes, Moliére, Goldoni, Chekov, Strindberg, lbsen, Mrozek,
Eduardo de Filippo (Filumena Marturano), Marivaux (Arlequin in The
Game of Love and Chance), Alecsandri (experiencing the travesty’s lusts in
Chirita), Caragiale, Kiritescu, Nelu Ionescu (he play in such an amazing
series of performances of How Catinca Remained an old Maid with a
partener such as Despina Marcu), lon Druta, Matei Visniec (Old Clown
Wanted), Gheorghe Popescu in Gheorghe Popescu by Costel Popa.. And so
on... and so forth. Trahanache in A Lost Letter, Stephen the Great (in Sunset
by B. Delavrancea), played in the tone of a play that does not match the
traditional standard. And a should not override a creation where he starts out
— The Italian Straw Hat by Labiche, together with Pusa Darie, directed by
Silviu Purcarete. Irony, self-irony, motion expressiveness subtly charged.
Hats... off!

“All the world’s a stage...” — is the creed of the artist from lasi. And
the stage itself is a world, where Petru Ciobotaru wanders with his juicy
sense of humour, with his exuberant liveliness, with his passionate act...
You can feel even from backstage that he will burst out in the spotlight. And
one he is on the magic platform, you follow him with your eyes and you
wish he did not leave the stage. It is the privilege of the charismatic artist,
whose wallmark does not fade away easily.

It is said that actors would like to die on the stage — this is their world
and destiny. Some actors passed away under the spectators very eyes. But in
fact, on the platform they give life. A life that does not lose fluorescence
easily... only that it ends. | can feel a heartache thinking of artists that are
not with us anymore: Margareta Baciu, Anny Braesky, Gicad Popovici,
Miluta Gheorghiu, Ion Lascdr, Stefan Dancinescu, Neculai Subd, Remus
Ionascu, Constantin Cadeschi. And I have not even mantioned the artists
how left to Bucharest, a whole lot, many of them very good. There are others
as well, who were not very lucky. How many people can still remember
Alexandru Blehan, a comedian as gifted as Birlic? Or the small-part modeler
Constantin Protopopescu. An others, many others...
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They are gone, they retired and instead other began to shine — I list
them as they come to mind — Virginica Balanescu, Dan Nasta, Teofil Valcu,
Virgil and Virginia Raiciu, Adrian Tuca, Adina Popa, George Macovei,
Florin Mircea, Costel Popa, Dionisie Vitcu, Gilda Marinescu, Mihaela
Arsenescu, Emil Coseru. And always with them Petrica Ciobotaru. Petrica —
who else? The bearer of a tradition, theatrical tradition creating a tight bond
between yesterday and today.

Many things are left to say about the characters interpreted from the
‘60 up to now by the master from Ciurea in love with the stage art. Maybe
we will list them all someday. When? When he responds to my challenge
and fills white pages with his memories from his actor life. I am convinced
they will be a revelation. When our Petrica starts telling stories about things
of the past, he reveals a gift, a true memorislist’s talent. With a plastic
proverb, he can revive characters and creations from the past so freshly.
Years of playfulness, years of success... the childhood years spent near the
national theatre in predestined temptation, years of initiation in the theatre
mysteries, years of creation of the stage in Iasi, from long ago and... until
who knows when. This book will also be a premiere!

Note: During the XXlIth edition of Uniter Gala in 2014, Vasile Alecsandri
National Theatre’s actor Petru Ciubotaru received a Lifelong Achievement
Award. Theatrical Colloguia Team congratulates this titan of the stage and
wishes him: *““Dear thanks Master for your story about YOUTH WITHOUT
HOARY AGE AND THEATRE WITHOUT AN END”
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A Confession Performance

Anca CIOBOTARU®

Abstract: The Studio Hall and the Research Center ,,The Art of Theatre —
Research and Creation” hosted a confession performance and the project The
Dialogue between Generations, and completed their mission by bringing
among students of the School of Theatre of lasi two winners of the fight with
common sense — words, life and stage. Fall is not a performance about the
fall but about search and ascension. Emanuel Emanuel Florentin is not an
actor who has fallen but the one who has been seeking, rebuilding himself
and has ascended, taking advantage of the title; we can call him a high-flier.
Each sequence is introduced through a succession of keywords created to
help you understand the roots of the dream: “energy, arms, legs, face,
clown." Among them, appear the names of masters under whose shadow the
actor seems to hide, in fact, a tribute is brought to them. The actor depicts his
artistic pedigree by movements and words: a mountebank, Charlot, Decroux,
Marceaux or the Mummenschantz company. Thus, Emanuel Florentin
becomes a branch of a magical tree — of a non-verbal theater of life.

Key words: theatre, non-verbal, pantomime, Charlot, communication

* Associate Professor Ph.D. at the Drama Departement, George Enescu University of Arts,
Iasi, author of many articles and studies, puppeteer.
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Even if each performance communicates in a certain way, those
involved in its production, its postmodernism is characterized by accentuated
emotional detachment. Directors present life in images as they perceive it
and do not hesitate to transform the actor into a tool or a piece of an
animated puzzle. The experiment and the element of surprise intend to
involve the public into a frequently fragmented communication. Polemics
succeed in a dizzying pace: how much emotion and how much lucidity?
What a story and how much non-communication? Who can give the perfect
recipe? And yet the audience, regardless of age or socio-professional status
needs stories and emotions. When you meet an artist or a team ready to tell
their story, the audience becomes receptive, agreeing to play the game and
reward the effort of artists with their emotional consumption. Beyond
techniques, words or theories, the theater remains an art of metaphorical
communication.

Fall is not a performance about the fall but about search and
ascension. Emanuel Florentin is not an actor who has fallen but the one who
has been seeking, rebuilding himself and has ascended, taking advantage of
the title; we can call him a high-flier. Seeing the performance, | remembered
Henrich von Kileist and | thought that even the actors (not just the puppets)
can be like fairies: they need the ground only to ascend. The pattern
embodies from smoke, lights, shadows, gestures, rhythms and confession.
Confession or - perhaps - an invitation to reflect on the fate of the actor,
carelessness (as a symptomatic condition of the contemporary world),
despair, helplessness, and triumph, the price which society is willing to pay
to the actor. And still .... a confession. Each sequence is introduced through
a succession of keywords created to help you understand the roots of the
dream: "energy, arms, legs, face, clown."” Among them, appear the names of
masters under whose shadow the actor seems to hide, in fact, a tribute is
brought to them. The actor depicts his artistic pedigree by movements and
words: a mountebank, Charlot, Decroux, Marceaux or the Mummenschantz
company. Thus, Emanuel Florentin becomes a branch of a magical tree — of
a non-verbal theater of life. In fact, his interest in its specific techniques is
based in his completed PhD; a dissertation in which theatre projects — with
many clowns, the story of Charlot and the unrest of the mime — were given a
deep meaning, anticipating a professional path on the same line.

Puppet or puppeteer? Destiny or will? A leap to the stars or into the
void? We look for the answer among words: ,,...basin, infusion, legs, pain,
ITM, indifference...”
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Beyond words, we are invited into a laboratory of healing, release
and metaphorical retrieval. Poetry and emotion are melted and converted into
mime’s movements. Rhythm, grimace, white and black. A transient world by
means of which the actor is searching his identity. Thoughts, feelings,
theatrical instincts and technique are well mixed and transformed into stage
expressiveness; ankle, the poignant, the trunk, the look capture the inner
anxieties and send them to the public. Tear and smile, energy and mask,
word and silence — successive contrasts sustain dramatic tension.

Mobility and spontaneity slips through words and feelings. He goes
with a white suitcase full of characters through the life of viewers leaving
them glimpses of his journal, bit without words. The flight acquires resonant
sounds; you can hear the butterfly wings and the sound of the collapsed
body. The desperate outcry finds its dumbness and falls inward.

White, black, red... The ending is hard to predict. And yet it is simple
and natural: ,,Full stop and all over again...!” A loop, not a circle. An
ascension towards himself, made possible by the presence in the shadow of
the director, script writer, choreography and scenography idea producer:
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Alice Toana Sfaiter. Together they marked a new beginning in their lives -
artistic and personal, because, beyond the images and stage presentation, the
two have given us their story and a lesson of life.

The Studio Hall and the Research Center ,, The Art of Theatre —
Research and Creation” hosted a confession performance and the project The
Dialogue between Generations, and completed their mission by bringing
among students of the School of Theatre of lasi two winners of the fight with
common sense — words, life and stage
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ORPHEUS - A Modern Spectacology Exercise

Abstract: Through Orpheus and Eurydice, a piece in three acts, Cristoph
Willibald Gluck, assisted by librettist Rainieri de' Calzabigi, achieves a true
tour de force of the desperate hopeless love. The main character, Orpheus,
consecrated by the Greek mythology as one of the most skilful rhapsodists of
the world, experiences dramatically intense moments hard to describe in
words. The succession of arias, choral passages and dances comes with a
tragic shiver which imposes interpreting and staging restrictions. These issue
have challenged the imagination of an interdisciplinary team that brought
together teachers from faculties of theatre, music and visual arts. The mpact
of this spectacology exercise was expressed in three ways.

Key words: mythology, opera performance, spectacological exercice

© nicu cherciu

217



THEATRICAL COLLOQUIA

The First Way
Octavian JIGHIRGIU®

When the word takes the shape of singing, does it become essentially
poorer semantically speaking? This question was the engine of the artistic
pursuits for the project "Orpheus and Eurydice", composed by Cristoph
Willibald Gluck, set to a libretto by Rainieri de' Calzabigi. When Professors
Aurelia Simion and Consuela Radu-Taga came to me with the proposition to
stage this piece, | felt myself challenged as a staging director, in a totally
different way than before. This classical piece which talked to me about love
for two hours, while | listened to it on a CD, seemed to be "that stallion
impossible to tame". 1 was mentally trying to build images with the world of
Orpheus, the artist devoured by hopeless love. The music was gradually
unveiling his protest covered in lyricism, the parable of impossible love, the
paradox of the cruelty of Gods.

An apology of sufferance, probably one of the few creations of the
opera genre with a tragic start, "Orpheus and Eurydice™ would give me
enough insomnias. The creative crisis came to an end one day while,
listening to the music over and over again, | realized that theatre and music
languages can and should be combined in unprecedented forms of
expression. That was the moment when | understood that performance had to
take off its mourning clothes proposed by the libretto and, under the pretext
of a contemporization where the lack of peer compassion caused mutations
within the humanity, to make its own ideational way through the substance
of Gluck's work.

Thus, a coherent and epically logic performance gradually
materialized, carrying a symbolism which alternated between realism and
poetry, between drama and a comic sometimes pushed towards the
grotesque. Making its way from the world of the living to the underworld,
Orpheus must face the inferno, in his desperate attempt to see his lover
again. The contact of the hero with the Furies, the geniuses of evil, is under
the sign of a kind of terror imposed by the classical canons. Because they
fail, the "servants" of death revise their attitude, becoming the gruesome
clowns of a hilarious saraband. Orpheus will follow the road to the loved
(non)being, the road from agony to ecstasy, overcoming his fear and despair.
The lyre will be his travel companion and support in surpassing obstacles.

* Associate Prof. Ph.D. at George Enescu University of the Arts
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© nicu cherciu

The despair, the tragic expression resulted from the direct origin of
typologies, conflicts and situations of the antique theatre, takes in this
performance a shape adapted to the understanding of the modern man. In
fact, the total amount of elements syncretically enclosed in the spectacology
speech: music, theatrical art, bodily fine arts and dance, had become
notorious since the beginning age of art: “Music and dance played an
essential role in the Greek theatre, especially music, through the melodic
character of some parts of the tragedy. (...) The melodic element is not an
innovation belonging to drama performance; it belongs to the ancient
sacrifice traditions of the Dionysian mysteries, taken over by the new
dramatic structure.”*® These lines are not supposed to annul in the previous
context the importance of musical composition, but rather to underline its
necessity in rendering the force of the dramatic expression. Obviously, we
need to specify the total autonomy subsequently showed by the artistic form
derived from it: the opera.

181 vito Pandolfi, Istoria teatrului universal, Meridiane Ed. — Art Library, Bucharest, 1971,
pp. 54
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© nicu cherciu

The most profound thing about the performance is the capacity of the
characters to easily navigate between the ontological “petty stuff”, such as
flirting, playing or the great anxieties which always provoke the conscience
to duplicate. The real world from the performance “Orpheus and Eurydice”
IS sometimes abandoned by its “tenants” in a sort of breakaway to an oneiric
world. I imagined this repeated passage from one universe to another, from
one context to another, as natural as possible, without any interruptions of
logic or forcing the ontological, relying on the dissimulative capacity of the
actors and on the complicity of an adequate lighting scheme. The key of the
acting game, alternating between the psychological realism and the
grotesque, was the playful ingredient which reactivated the lost childhood
innocence of the actors. Their unpredictable acting equally underlined the
role of hazard in the development of the story.

The story line focuses on the travel of the central character, Orpheus,
as well as of the collective one and of the other two characters: Eurydice and
Amore. Sometimes, all of the actors manage to create a common energy and
then, right the next second, every one of them follows their own direction of
emotions and preoccupations, making them particular.

The performance directly connects antagonistic terms such as
derisory and elevating, their succession being all natural. From being part of
a funeral procession to riding, dancing or shooting, the distance can be
surprisingly small: you close your eyes, create a thought and... it's done. It's
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the Stanislavkian method through which every actor succeeds to embody the
character.

The happy ending of the opera and implicitly of the performance is
announced by an “outbreak” of kindness coming from a Goddess, Amore. If
the story begins with Orpheus' excruciating cry having just found out about
Eurydice's death, in the end she will be brought back to the world of the
living by the god himself. The positive end is, in this case, imposed by the
ethics of the 18" century which did not allow virtue to be rewarded. The
hope of life is relaunched. The sky which “delivers” to humans their ending,
now also brings their salvation. Between the two entities — humanity and
divinity — a ratio of temporary equilibrium was established. Another
contrasting ratio is equally established between Eros and Thanatos, by
permanently opposing the two characters, Amore and Death.

The work with the cast of this performance was intense. The
transformation of the ample human picture of the chorus into a homogenous
team by leaving besides the pride of individualization resulted in scenic
images with a great impact, through perfectly synchronized moments of
action. The vocalists also immediately responded to the demands imposed by
staging.

Though it might seem strange, | strongly believe and I can equally
prove that the theatrical or opera performance cannot have a coherent
existence unless its structure contains math ratios. The connection between
math and art is, in fact, an extremely tight one: “....the presence of numbers
in nature and life is also reflected in art, becoming pregnant, consciously or
not, in the structure itself of the work. (...) ...these natural numeric data and
modular proportions that the human, animal or vegetal life is engaged in
stand in the world of art for a kind of cosmic intelligence, a vital harmony
between the work of art and the reality surrounding it.”*** Without this
mathematic rigor, a performance is due to fail. If the music composition
undoubtedly follows this direction, the exact calculation of the mechanism of
movement, gesticulation and mimicry, doubled by the feeling of the actors
has become in the case of the performance “Orpheus and Eurydice”, the key
to the fulfillment of the artistic creation.

I equally focused on the expressivity of the acting game, on the
quality of the vocal interpretation, on the outlining of the characters, on the
imagistic and symbolist dynamics of each scenic situation. In the poetics that
I proposed for this performance, a thrill replaces the agitation imposed by
terror, and a gesture can stand for a phrase. | gambled everything on the skill
of the actors-vocalists on stage. And they won the bet also in my name. The
cast of this project seduced me with their ease and naturalness, with the

182 Victor Ernest Masek, Arta si matematica, Ed. Politica, Bucharest, 1972, p. 25
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clarity of gestures and body expression, with the exuberant scenic vitality
and the real vocal qualities. Sensitive and volcanic women, strong and still
affectionate personalities, next to expressive and temperamental men,
oscillating between hesitation and aggressiveness, they all populated the
micro universe that | imagined for this performance. What | asked from the
interpreters was responsibility, just relations and truth. The result was a
whole equally unitary, aggressive and kind, solemn and comic, placed under
the register of subtlety and refinement.

Plunging into the subconscious, into that plan of the imaginary which
is bound to save or irremediably destroy represented for me as a stage
director, the necessary counterpoint for the spectacology construction.
Establishing from the very beginning a strange relationship with the libretto,
but especially with the music, soft, harmonious and astounding, here and
there rhythmical or marked by lyricism, I was driven by my own intuition
towards the finality. As the feedback after the premiere that took place in the
lecture hall of the Central University Library in lasi proves it, the
performance is a panorama of the expressivity of the human body in relation
to the space, the music, the mask, the costume and last but not least to the
audience.

© nicu cherciu

The experiment “Orpheus and Eurydice” has the courage, next to
other productions, to resize the expression of the opera performance. It is an
act of dismantling and reconstructing involving risks. But, as Jerzy
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Grotowski showed in this exposure of aesthetic principles: “An act of
creation has nothing to do with the exterior comfort or the conventional
human courtesy.”*83

As in the case of other directed productions, | had the chance to
verify a series of concrete factors of determining a coherent scenic speech.
During my activity with students, | perform permanent evaluations of the
play mechanism, so that this analytical form of approaching the scenic art
turned into a “professional deformation”. And I am even more tempted to
deepen this particular study method when the stake is important. And, in the
case of the project “Orpheus and Eurydice”, the stake was a special one. I
had until the final rehearsals the permanent sensation that the scenic
situations talk about more things than that story of despairing love. When the
performance past the test of the audience, | finally got the answer to the
question from the beginning: when the word takes the shape of singing, it
obtains that neutrality that allows it to become again “itself” or anything else.
And last but not least, 1 had the pleasure to observe how with every
rehearsal, the actors would gain more and more expressivity, on a physical
and gestural plan. “In a time when in every science field we are preoccupied
to get to better know ourselves, how not to be shocked by the ignorance that
we find ourselves in concerning our own body, our entire organism,
aesthetically speaking? “*®* The actors-vocalists of this performance took a
step forward, reevaluating themselves from this perspective too.

Even if the project looked like an experimental action, it helped me
think and create in an essentialized manner. The elements of antithesis such
as indignation and stupefaction, revolt and silence, joy and pain, formally
and structurally coexisting in the performance, accompanied me along the
rehearsals, like trustful friends. “Orpheus and Eurydice” is a performance
about the man and his paradoxical, incredible capacities to overcome any
obstacle.

The participation to “Viva Vox” Festival in Cluj-Napoca meant both
for the students and the coordinating professors, a certification of the fact
that the products of the vocational school in lasi are appreciated and
acknowledged by the national specialists and audience.

183 Jerzy Grotowski, Spre un teatru sdrac, Ed. UNITEXT, Bucharest, 1998, p. 136

184 Adolphe Appia, Opera de artd vie — cap. Marele necunoscut i experienta frumuseii,
Editura UNITEXT, Bucuresti, 2000, p. 85
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University of Arts ,,G. Enescu” Iasi — participation to ,,Viva Vox” Festival,
Cluj-Napoca, 4th edition, 5-12 May 2014, with the performance

,,Orpheus and Eurydice”

Opera by Cristoph Willibald Gluck

on a libretto by Rainieri de’ Calzabigi

Conductor: Consuela Radu-Taga

Staging Direction: Octavian Jighirgiu

Piano: Aurelia Simion

Flute: Paula Mina

Costumes: Sarah Ambrozie, lonut Ciocan, Radu Nistor,
Aurel Asanache, Dan Balan, Bogdan Mihaila

Lights: Gheorghe Albianu

Cast:

Orpheus — Noemi Karacsony (mezzo-soprano)

Eurydice — Manuela Ipate (soprano)

Amore — Daniela Goria (soprano)

Chorus : Catalina Nanu (soprano), Cristina Simion (soprano),
Madalina Teodorescu (mezzo-soprano), Elena Baiceanu (mezzo-soprano),
Andreea Popescu (mezzo-soprano), Gabriel Doru (tenor), Cristian Butnaru
(tenor), Robert Buzila (bass), lonut Copacel (bass)
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The Second Way

Aurelia SIMION®

Known in the history of music as an important reformer of opera, the
Austrian composer Cristoph Willibald Gluck opened with his creation, at the
middle of the 18" century, a large path for the lyrical theatre towards a new
style, towards a modern conception that in time will be found in the
Romantic musical drama. In such a context, the work Orpheus is an
authentic example of integrating music into the dramatic truth using arias
characterized by simplicity and noble greatness, entrusted to the main
characters, by rendering the traditional role of the chorus in the development
of the scenic dramaturgy and the orchestra as well, with the purpose of
underlining the poetic ideas.

There are two known versions of the mentioned work: the first
version, on the libretto of the Italian Raniero da Calzabigi, whose premiere
took place in 1762, on the 5™ of October, in Vienna; the second version, in
French, on the libretto of Pierre-Louis Moline, whose premiere took place on
the evening of the 2" of August 1774, with small modifications concerning
the creative concept. Thus, in the second version, the role of Orpheus, initial
conceived for a castrato voice, was transposed for a tenor and the end of the
opera — tragic in the Italian version — was modified in an optimist note, by
indulging the Gods and bringing Eurydice back to life. The new vision of the
denouement made room for another concession, so that Gluck had to
compose for the finale, the music of a grandiose ballet which contributed, of
course, according to the taste of the Parisian audience, to the great success of
the performance on the evening of the 2" August 1774. We should mention
the fact that, in time, the role of Orpheus was attributed to the mezzo-
soprano voice.On the 2" of July 2014, we will celebrate 300 years since the
birth of the composer Cristoph Willibald Gluck, which partially determined
the choice of Orpheus to be performed at Viva Vox Opera Students' Festival
in Cluj. At the same time, our purpose was to prove, through this project, the
advantage that the University of Arts “George Enescu” holds: it is the only
one on the country which reunites the three fields of arts: music, drama and
plastic arts. In such a context, “Music” was represented by students and
professors from the opera class of the Department of Wind Instruments-
Percussion and Canto within the Faculty of Music Performance,
Composition and Theoretical Music Studies. “Theatre” was represented by
the staging director of the opera and the costume designer, while students

* Professor at Music Department of George Enescu University of Arts, lasi
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from “Plastic Arts”, the department of Graphic Design, brought their
contribution by making the stage props, the posters, sketches and the
costume design.

Opera was the queen of the festival in Cluj,

Reuniting vocalists, virtuosos, managers and guests,

Fairyland of the eternal music,

Explosion of voices

Overwhelming and astounding.

© nicu cherciu
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Third Way

Consuela RADU-TAGA®

The fourth edition of Viva Fox Opera Students’ Festival, organized at
"Gheorghe Dima" Music Academy in Cluj, equaled the fourth participation
of the opera class from our university. The year celebrating 300 years since
the birth of composer Christoph Willibald Gluck, the artists from lasi
completed the picture of the artistic manifestations by performing Orpheus,
one of the most important works of the genre from the classical period. The
close collaboration with the librettist Ranieri de Calzabigi, the less known
hero behind the piece, resulted in the valorization of the ancient legend of
Orpheus, a story which dominated the lyrical performance at its beginnings.
The performance which took place on the 8th of May, in Studio room,
brought again to our attention the joining of music, word and plastic arts,
considering the fact the three faculties within the University of Arts “George
Enescu” - music, theatre and visual arts, worked together for its staging.

My focus was on underlining the vocal potential of students from the
canto department and restoring the beauty of music which amplifies
emotions and feelings transmitted through words, approaching a partition
less performed on Romanian stages. The three acts were performed for 90
minutes without interruption. This specific configuration required the
removal of some ballet moments as well as some leaps. The result was an
intense and colorful performance made by young voices at the beginning of
their careers. The support of the dramatic development was done by the
orchestra man, Professor Ph.D. Aurelia Simion, the piano was completed
from place to place with the diaphanous interventions of the flute (Paula
Mina, Master’s student). Next to the three main characters, the chorus played
an important role through its chameleonic appearances: shepherds, nymphs,
furies, ghosts or companions of Orpheus. The chamber music band with 9
members (Catdlina Nanu, Cristina Simion, Elena Baiceanu, Madalina
Teodorescu, Andreea Popescu, Gabriel Doru, Alexandru Butnaru, Robert
Buzila, Ionut Copacel), joined by Amore from time to time, brought the
freshness and contrast extremely necessary to the lyrical genre, from a
musical perspective as well as from a staging one. The role in disguise was
interpreted by the mezzo-soprano Noemi Karacsony, a 4th year student in the
class of assist.Ph.D. Doina Dumitriu. The complex partition of the titular
character has cantilena moments, as well as passages with agilities (the aria

* Assistant professor Ph.D.student at Music Department of George Enescu University of
Arts, lasi
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at the end of the first act), dramatic tension and lyrical enchantment as well.
The wide ambitus holds a high texture, adopting various vocal colors which
are in harmony with the states experienced by the unfortunate husband. The
presence of a fluid sonorous substance, with vibrating and thrilling
intensities, is due to the nymph Eurydice, embodied by the soprano Manuela
Ipate, a 4th year student in the class of asist.Ph.D.student Lacramioara-Maria
Hrubaru-Roata. Her warm and noble voice, with round sonorities was
counterpointed by the ingenious lyricism of Amore, interpreted by soprano
Daniela Goria, a 3rd year student in the class of assist. Ph.D.Cristina
Simionescu. Her distinct timbre and well focused sounds brought brightness
and gave contour to an anxious character which brought Eurydice back from
the darkness and gave her back to her husband.

The common effort of the group of performers was theatrically
commanded by Associate Prof. Ph.D. Octavian Jighirgiu, a stage director
who directed himself towards the genre of opera coming from the area of
theatre. The dynamism and the expressivity of the movements together with
the elements belonging to the dramatic art emphasized the musical
development and completed the artistic composite. Even during the recitative
moments, which are in fact crucial for the narrative progress, the chorus had
staging tasks to fulfill, covering the entire staging space.

In the presence of remarkable personalities, such as lonel Pantea, the
honorific president of this year's edition, Peter Mario Katona, the casting
director from Royal Opera House Covent Garden in London, Hermann
Keckeis, professor at Mozarteum University of Salzburg and the musical
critic Costin Popa, the artists of lasi presented a young and dynamic
Orpheus. The performance was successful, and to support that, 1 will quote
the bass-baritone lonel Pantea: | believe that this performance is one of the
festival's peaks!

© nicu cherciu

228



THEATRICAL COLLOQUIA

Man Hallows the Ground
Victor Mihailescu®

Abstract: The Saint of St. George is the fourth show of an ambitious
theatrical project addressed to the Romanian country towns. The project is
started by Romanian director Ana Margineanu in collaboration with
playwright Stefan Peca and it is called Romania, Only Good Parts. Without
possessing any outstanding depth, the text on which the show from Sfantu
Gheorghe is based, has enough wit to extract from the stream of possibilities
a universally human situation, both defined and exponential. Lasting for
quite a while, the entire representation is built upon an unexpected
interactivity. The shows premise is simple, the actors are on the stage, sitting
on chairs, props in plain sight and the deployment modular, each scene takes
place in a space bordered by chairs which both the actors and the audience
are observing passively. Rhythm-wise the tempo of the first part is quite
sluggish, however, the second part, being more dramatically tense, recovers
ground and conveys a satisfying temporal perception.

Key words: interactivity, project, dramaturgy, show, community

* Ph.D. student at George Enescu University of Arts, lasi. Teacher at Dimitrie Cuclin High
School of Arts, Galati
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The Saint of St. George is the fourth work from a series of plays that
convey the life of Romanian country towns, a project started by director Ana
Margineanu in collaboration with playwright Stefan Peca under the title of
Romania, Only The Good Parts. Despite grim references, the causality
bound path of the project is as lively and enthusiastic as possible: after
Téargoviste, Baia Mare and Piatra Neamt, Sfantu Gheorge (St. George) is the
fourth town on the map of an ambitious and yet difficult endeavor that aims
to transpose though theater the soul of a town, to search and grasp its specific
flair in a text that portrays the issues of a community, as Stefan Peca states.
As it stands, the endeavor looks more like a research project with dramatic
sidenotes, however none of those involved were satisfied with leaving it at
that level, so that the plays provide an exciting dramatic experience, which
the audience experiences at the edge between recognition and transcendence,
providing them with an opportunity at more than mere identification, the
chance to glimpse a new perspective on the mundane.

Without possessing any outstanding depth, the text on which the
show from Sfantu Gheorghe is based, has enough wit to extract from the
stream of possibilities a universally human situation, both defined and
exponential, giving efficient plausibility to the scaffolding of the play. It is
the story of Rares, employed at a local bread factory, who is living the
American Dream on Romanian-Szeckler lands. Thorough follower of the
bourgeois flavor of capitalism, with a seemingly happy and reasonably well-
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off family, basking steadily in self-indulgence, Rares manages to find
himself (not without his own will and fumbling nature) in a dangerous
carousel, one that blends to dissolution concepts such as kindness, altruism,
compassion or magnanimity. Through his hobby (photography) he comes
into contact with the absurd outskirts of an error prone social system, where
survival is a matter of chance: a young gypsy girl, an old man without any
income, a family without a home and many others like them. Rares tries to
help them, driven by idealism and undertaking risks, ending up sacrificing
not only his personal welfare but that of his family. Shaken and disturbed he
is eventually swallowed by his own generosity, consumed by his urge to do
good.

Even though the text is well constructed, it opens up some potentially
explosive situations that it fails to develop, treating them with and offhand
humor — for example the issue of Romanians, Hungarians, and Gypsies
living together (solved by means of a gag: the Hungarian anthem is sang by
the actors in Romanian, and the Romanian one in Hungarian) or the
ironically absurd situation of zero criminality while unemployment and
poverty are at alarming levels. All these are approached in an unambitious
manner, in the area of political correctness that does not go well with the
progressive tone of the play. Even more, with the given themes, the play
would be more suited not a necessarily cosmopolitan audience, but rather
just a wide one. In other words, some of the author's ideas are not brought to
fruition, involuntarily ambiguous: is, therefore, generosity a virtue? Is it
linked to social pressure? Is the neurotic impulse that drives the character
brought out by social dynamics or is it purely pathological?
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Going beyond the text and its limits, the spectacle is masterfully
wrought. Lasting for quite a while, the entire representation is built upon an
unexpected interactivity, which deserves further examination. The
interaction with the audience is done through an ingenious use of the
passive/active status of both the actors and the audience.

The shows premise is simple, the actors are on the stage, sitting on
chairs, props in plain sight and the deployment modular, each scene by
which the story of “saint” Rares advances takes place in a space delimited by
chairs which both the actors and the audience are observing passively,
suggesting a sick voyeurism that prevents one from intervening. At certain
points some explanations are given and the audience can get involved in the
development of the story. By using three balls of different colors (given to
every member of the audience at the beginning of the show) the audience can
make a choice — save a character, influence the timeline, or pick how the
play ends. However, these choices do not truly influence the show, in the
sense of leading to improvisation, but the means through which the audience
is asked to cast a vote (literally casting the balls on stage, after which they
are counted) stimulates a physical involvement that functionally incorporates
the audience in the show. Largely speaking, the throughout the duration of
the play, the audience is given not only a means to be actively involved but is
also burdened with a civic responsibility of a different sort than promoting
good relations at the community level.

The interactive moments are weaved throughout the play, the
language in which it is acted depends on the ratio of Romanian/Hungarian
speakers, there is a chase sequence between the chairs, and the ending is
uniquely surprising: before the final voting round (in which the audience can
save a character), the members of the audience who can no longer vote on
the issue since they have used up the right in the previous rounds, can buy
their vote back through donations. Any objects are accepted (including
money), except the most valuable ones, and these donations will be used for
the next representation.

As ingenious and well employed these interactive means might be,
their artistic value is questionable. Do they add to the value of the show, or
are they a thinly veiled marketing ploy? Perhaps most are used only for the
invigorating effect. But in this show, interactivity is far from being employed
conjecturally. What makes it truly valuable and surprising is the
juxtaposition of fictional and real elements. Dioszegi's bakery exists in
reality. The gypsy neighborhood, where they live in extreme poverty, far
from the sight of both Romanian and Hungarian authorities, also exists. The
pictures shown by Rares during the play are real, portraits of the poor and
downtrodden, people one could meet when walking through Sféantu
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Gheorghe. The political decisions (especially those concerning cultural
issues) are taken, as shown during an early scene, through petty ethnic
compromises. It is here that interactivity gains a certain nuance, going
beyond its artistic function. The boundary between reality and fiction is
blurred and thus the dramatic process is both familiar and alien, a remarkable
feat. Last but not least, this interactivity ties it to the land, as the show draws
its inspiration from the stories that can be found in the local community, had
it been brought to a different stage, it would have lost not only its freshness,
but its purpose as well. Also worth mentioning is that this proves that
directorship enhances drama and vice-versa, the aim to capture on stage a
definite glimmer of the local soul having been successfully met.

The actors are praiseworthy, with two notable performances: Fekete
Zsolt and Claudia Ardelean. Rhythm-wise the tempo of the first part is quite
sluggish, however, the second part, being more dramatically tense, recovers
ground and conveys a satisfying temporal perception, despite the play being
three hours long. Live music is provided on stage by Eltes Aron (which goes
very well with the show), scenography is provided by Anda Pop,
choreography by Andreea Duta, subtly adding to a pleasant and lively
representation.

The project started by Stefan Peca and Ana Margineanu does more
than to dramatically portray a social situation, it sets the grounds for an idea
that each town or region should develop in its local culture, that of a regional
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theater, born out of its issues and events. This way drama would develop into
a true national and multicultural language.

The Saint of St. George by Stefan Peca

Director: Ana Margineanu

Cast: Sebastian Marina, Claudia Ardelean, Fatma Mohamed, lon
Fiscuteanu Jr., Camelia Paraschiv, Fekete Lovas Zsolt, Elena Popa, Daniel
Rizea, Gulacsi Zsuzsanna
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Obvious Talent. Artistic Performance

Irina SCUTARIU®

Abstract: When something is obvious and numerous conjunctural elements
help point this out, then it is your duty to show what you can do. For an
actor, this obvious thing is called talent. The conjunctural elements refer to a
script — monodrama — that represents the actor, which provides him the
possibility to present himself in various artistic hypostases that point out his
talent. This year, respecting once again the tradition, at the 9" edition of
“Gala Star” - the International Festival of Dramatic Recital, there have been
presented variations on the same theme: one man show and one woman show
conceived in different manners. As a matter of fact, this type of theatre
provides numerous possibilities of expression and construction. The dramatic
recital can result from poetry recital, moments of pantomime, one or more
dramatic characters interpreted by only one actor, with the responsibility of
proposing an interesting subject to the audience.

Key words: interactivity, project, Mihaela Michailov, Katia Pascariu,
community

At this year’s edition of ”"Gala Star” the International Festival of
Dramatic Recital the following prizes have been awarded:

The great prize and the “Gala Star” Trophy, was awarded to the actress
Katia Pascariu for her part in the recital Mean Children after a text signed by
Mihaela Michailov, directed by Alex Mihaescu;

The best one woman show was awarded to the actress Irena Boclinca from
the recital Edith Piaf — the Woman who Loved, screen play and directed by
Nelly Cozaru;

The best one man show was awarded to the actor Cristian lorga for the
recital Collateral, Oedipus written by Mihai Ignat and directed by Laura
Moldovan;

* Lecturer at Drama Department, George Enescu University of Arts from Tasi
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The prize ”An Actor for an Actor — Dinu Apetrei”, was awarded to the
actress Florica Gazdaru from the recital My Grandmother, My Mother and
Me;

”Stefan lordache” honorary prize, awarded by the high school student to
the actress Katia Pascariu for her part in the recital Mean Children;

”Ziarul de Bacau” has awarded the Diploma for “emotion, expressivity
and quality of interpretation” to the actress Irena Boclinca for the recital
Edith Piaf — the Woman who Loved

Bad Kids Performance

To recreate the atmosphere of those days, we have done two special
interviews:

**k%

“I believe in involved art” — Interview with the actress Katia Pascariu

Irina Scutariu: | saw you acting. It happed this year at the Gala Star in
Bacau. The audience loved you. | thought it was the shortest performance of
all because you captivated us all till the end. For how long have you been
putting this show on stage?
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Katia Pascariu: Thank you. The Gala Star was a great experience — from the
beginning till the end. The show Mean Children had its (absolute) premier in
May 2011 at the Luni (Monday) Theatre in Bucharest. Initially there were 2
girls on stage — VJ Cinty lonescu who was making video live and I. For
many various reasons, last year we started performing independently, as a
production of ADO Association, and on stage there are now a she (myself)
and a he (Jak Neumann) who provides the live music for the show (cajon and
saxophone) . The team includes: dramatist — Mihaela Michailov, director —
Alex Mihaescu, choreographer— Farid Fairuz and costumes — Adi Cristea.

So, to make it short ... for 3 years.
1.S.: What made you choose this text?

Katia Pascariu: The text chose me. Fortunately not only me; and it still
continues its itinerary around the world — translated in France for example.
In fact, the dramatist chose me: Mihaela asked me if | were interested in
something like this ... she had seen a news that inspired her for a new text
dealing with school, violence, our educational system ... | said yes, | also
talked to Alex — the director, and Mihaela started writing. And so, the three
of us would meet, read, talk, we interviewed children, we studied the
manuals for the 5™ grade, we remembered how we used to be when we were
11. Afterwards we rehearsed, and Cinty, Farid, Jak and Adi became part of
the team.

The play’s subject is vital for today’s society. | believe in involved art and |
also believe we have the role and the duty to deal with present themes, even
if they are less pleasant. Art, theatre in particular, can make a smaller or
bigger step towards Good — it’s all up to us.
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Katia Pascariu’s Work-shop

I.S.: What new elements did this new type of theatre bring to your artistic
career?

Katia Parcariu: You prepare yourself differently for a one woman show.
You have the ball all the time, you pass, you hit, you defend, you score, you
get goal ... | have discovered many things during the rehearsals and,
especially, during the rehearsals at Mean Children, about me as a person, as
an actor and as a citizen. Fear is the greatest enemy.

Sometimes it is harder or easier to be alone with the audience. It all comes
with time. | have learnt to be patient with myself and with the others.

The greatest gift however, is a children audience — that hour is like an
extreme sport and it creates addiction.

1.S: What is next after the award won at the “Gala Star” in Bacau this year?

Katia Pascariu: | hope only good things will come! In the far future, | don’t
know, but on a short term — this award is good for ones’ self-esteem, it looks
good on CV, brings popularity, creates relationships, contacts and
possibilities. In the near future 1 hope I’ll continue doing this — theatre,
community art, social art, involved art, interested and valuable projects. Art
for art’s sake doesn’t really interest me. | want to move, to be where | feel
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I’m needed, where | can make myself useful. An award helps you because it
opens you some closed doors ... maybe.

1.S.: In what shows can we see you?

Katia Pascariu: This is a simple guestion — in theatre plays — Underground
(author M. Michailov, director — David Schwarts), We Weren’t Born in the
Right Place (text and director Alice Monica Marinescu and David Schwarts),
a performance by Jak Neumann and Paul Dunca — The Man and His Bee. |
have a few more projects but they are only short term projects and happening
in Bucharest.

1.S.: Do you have any plans for the future?

Katia Pascariu: Yes, always. Otherwise you say stop game and good bye.

“lI make no discrimination between drama and comedy, only between
texts of different values”

Interview with the dramatist Mihai Ignat

Irina Scutariu: | have had the possibility this year to be in the audience at a
play after a text of yours Collateral, Oedipus and the audience was roaring
with laughter. How did things happen in reality, did you dream about writing
monodrama or you created it at their suggestion?

Mihai Ignat: Collateral, Oedipus is in fact a collage of two monologues that
are part of a wider text entitled Cabbage, consisting in a series of unrelated
monologues just like in Sex, Drugs & Rock’n’ Roll. The director of the show,
Laura Moldovan found a way to connect the two pieces to create a coupe-
show. So, in fact we are referring to texts | have written regardless of the
actors, although sometimes it happens to put on paper ordered pieces as the
one-act show One Life Show written for two actors from Targu Mures, Nicu
Mihoc and Theo Marton. Ironically, although the play was put on stage 3
times, it was never interpreted by those two.

1.S.: Actors are pleased to play your plays, and consequently you are
indirectly loved by the audience. As a dramatist, you suggest real life events,
from those uncomfortable, to which you provide a lot of humor. The
melodramas you write are attractive for the actors. Have you considered
writing for actresses?
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Mihai Ignat: In fact, apart from the monologues in The Cabbage (9 for
actors and 9 for actresses) | have written only one monodrama entitled I’'m
afraid and nominated at the text section of the Gala Star 2014. I’m afraid
was, indeed, created for a male character, because it was easier for me to
imagine myself such a character than a female one. | admit, |1 have
considered writing for actresses, at least a monodrama, but I still hesitate. It
is a little more difficult for me, just as it was with the monologues of the
female characters from The Cabbage. In principle, I am interested in this
adventure. It also depends of finding a theme, a subject that catches my
interest.

I.S.: This year at the “Gala Star” you have been awarded a mention “For the
best monodrama” (I’m Afraid, Mihai Ignat) at the Drama — Monodrama
Contest and at the recitals section for the show Collateral, Oedipus, a collage
after the monologues from your text The Cabbage. Which do you care more
of?

Mihai Ignat: Hmmm... It’s hard to say. I’m afraid is a longer text, more
difficult a more complex, dramatic. The monologues from Collateral,
Oedipus are comic in their essence, in the second part they even go towards
stand-up. In the end I think | care about them just as much because they are
texts with different stakes and themes, with different characteristic subjects,
and | make no discrimination between drama and comedy, only between
texts of different value. And here I don’t think it is the case.

1.S.: What are you working at now?

Mihai Ignat: 1 have a plan for a drama centered on a female character,
young whose life is marked by something stupid that happened during
puberty, and which influences her later in time. |1 wouldn’t like to say more
about this because ... it’s better this way. | don’t think it’s ok to reveal future
projects in all their details ... what if it doesn’t work, and something else
comes out? ...
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ARTES Publishing House’s Books Awarded At Eurolnvent
Saloon

ARTES Publishing House was present to this year’s edition of The European
Creativity and Innovation Exposition, presenting titles from all creative
fields. Theatre research was highlighted not only through the remarkable
number of proposed works, but also through their quality, also rewarded by
the Jury:

Vasilica BALAITA - Jurnalul unui spectator / A Spectator’s Journal —
Excellency Diploma

Vasilica BALAITA - Spectacolul poeziei Tn teatrul lui Eugéne lonesco / The
Performance Of Poetry In Eugene lonesco’s Theatre (IInd edition) — Silver
Medal

Anca CIOBOTARU - Teatrul dincolo de scena / Theatre Beyond The Stage
— Excellency Diploma

Anca CIOBOTARU - Teatru de animatie — intre magie si arta [ Animation
Theatre — Between Magic and Art — Gold Medal

Corneliu DUMITRIU - Mastile Asiei. Cercetare comparata a culturilor
Chinei, Indiei si Japoniei. Introducere la o posibila antropologie a istoriei
culturale a popoarelor Asiei / The Masks Of Asia. Compared Research of
Chinese, Indian and Japanese Cultures. Introduction To A Possible
Anthropology Of Cultural History In Asia — Bronze Medal

Cristinela  OLAREANU —_Expresivitatea cuvantului scenic / The
Expressiveness Of Word On Stage — Excellency Diploma

Elena SAULEA - Caragiale — univers cinematografic / Caragiale- Cinema
Universe (IInd edition) — Gold Medal

Bogdan ULMU - File dintr-un jurnal teatral (2012-2013) / Pages From A
Theatrical Journal (2012-2013) - Silver Medal

,» I heatrical Colloquia Team” has the honor of congratulating the awarded
authors and wishes them to successfully participate to the future editions of
Eurolnvent.
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The Theatre Outwith Theatre — Anca Doina Ciobotaru
loana PETCU®

Abstract: Anca Doina Ciobotaru, by the book released under her signature,
Teatrul dincolo de scenda (The Theatre Beyond The Stage) at Editura Artes
(Artes Publishing House) (Iasi, 2013), not only testifies to us the possibility
of this art to reborn in totally different spaces, but also reveals a world
known by just a few of us.

Key words: alternative theatre, drama therapy, puppet theatre.

And indeed, how could we
make theatre if not in the theatre? With

'?ECAel%OlIJNIf B?IE.I%TST(JJ DES CEN A all the instruments the stage offers us

for the unreal to become possible, with
people trained to put on and take off
their face masks, with the public sitting
in their armchairs and consuming the
message that comes from the actors.
Where is to make theatre, if not there
where we are used to see it, with a
curtain drawn up in the beginning,
leaving the magic to spread
everywhere and people clapping at the
end, happy winners of new thoughts
and new interrogation signs. Anca
Doina Ciobotaru, by the book released
| A '@ under her signature, Teatrul dincolo de
2013 scend (The Theatre Beyond The Stage)
at Editura Artes (Artes Publishing House) (Iasi, 2013), not only testifies to us
the possibility of this art to reborn in totally different spaces, but also reveals
a world known by just a few of us. A sensible world, fragile, sometimes
forgotten in the shadow or furtively seen as a curiosity — the world of
children with disabilities. The author writes a book of theatrical theory and
practice in alternative spaces and, equally, makes a confession between the
lines, about an unique experience in a zone where one can not easily enter:
the theatre with psychotherapeutic valences.

* Assistant professor PhD on Drama Department, George Enescu University of Arts from
lasi
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Conceived in two parts — Art of Animation and Education and
Therapeutic Valences of Animation Theatre — the book offers a panoramic
view over the modality by which art becomes art for the community
usefulness, whether the benchmark segment is large or narrow, aiming the
approach of punctual problems, like those of psychomotor suffering people.
The pleading for introducing an animation workshop in schools is welcome,
and being also rooted in the reality of educational programs in Romania. The
goals of an animation workshop are convincing, and such a project should
give the authorities in college institutions something to think about.
Descending from the stage to schools, the animation theatre would be a
personal development opportunity for the students, one of rediscovery for the
teaching staff, a possibility to establish contacts and partnerships between
various institutions. And would be a good project perhaps especially for the
youngs in this area which are on the start line of their careers. The author’s
mind is relentless in trying unhackneyed forms of expressing and finding
valid variants for professional reinventing. And her soul always vibrates in
front of needs of the people around, paying attention also on the way the
young ones grow up.

Having a maturity and an experience that continually enriches, taking
multiple forms, the researcher — because a true work of research is presented
here, covering years with accomplished projects — sets up problems, searches
for solutions, applies, tests, concludes about the meaning of animation art.
And probably none of our words is more meaningful next to the author’s
cogitation, which states: ,, Therefore, the theatre beyond stage means more
than more or less sophisticated poetics; it entails engagement, involvement,
goal. Those who chose this way are, in fact, explorers, restless people.” (p.
8). Thus, Anca Ciobotaru makes a difficult exercise whereby the
educationalist is doubled by a researcher, both having in common the
involvement and a spirit forever young, in its quest for new paths and new
answers. A plentiful bibliography attends the studies, containing fundamental
works, and some other works that share new actual visions, covering areas
like psychology, psychotherapy, pedagogy and anthropology, it is offered to
be visited by those also situated in a pursuit for these joint directions. A book
like an open gate for those loving the theatre and wishing to understand it in
its polymorphism, practicing it after classical canons or in alternative
variants — this way we would describe the freshening and revealing study
The Theatre Beyond The Stage.
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To See, to Write — or the Distance Between Spectator and
Writer. Vasilica Oncioaia Balaita

loana PETCU

Abstract: Vasilica Oncioaia Balaita published at the academical Artes
Publishinghouse from Iasi her book - Jurnal de spectator (Spectator’s Diary)
- in 2013. In the next pages, we will present the charming and unexpected
author’s way of writing.

Key words: interview, theatrical diary, the act of reception

Having a lightsome writing,
with an ingenuity by which the word
is delivered from any pernicious
element, being born outright in a
svelte, delicate and refined phrase,
this is how Jurnalul unui spectator
(Spectator’s Diary) compounds under
Vasilica Oncioaia Balaita’s pen. The
book, released at  university
publishing house Artes (lasi, 2013), is
a sum of chapters that really brings
over the sensation of being in front of
a diary, of some pages where a
confessing, playful and friendly |
carefully marks its experiences with

JURNALUL . .
VASIHEEIOSEE%EERBALMTA the stage. And this, from our point of

view, is a great merit of the author.
But it would be wrong to think that
EDITRAARTES everything condenses in an episodic

2083

queue of stories about scene;
Spectator’s Diary goes beyond the simple rendering of events and transforms
into a disclosure of self, with questions and possible answers, with
wonderments and fumbles, a discovery by the means of theatre and its
people. Vasilica Balaita writes enjoying the act of typing and, by this
sincerity, by this commitment, she gladdens the reader. The pages are
enjoyable to get through: we go from confessions to interviews, then to
theatrical chronicle, and everywhere we find the same face, the same voice
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which approaches us to the artists, to the spectacles, to the making and
remaking of theatre.

Vasilica Balaita reminds, in various forms, about people she met and
how they impressed her. Thus there are recalled — whether in short, but
defining episodes, or in larger accounts — important professors from Ilasi
(philologist Elvira Sorohan and director Natalia Danaila), stage people like
David Esrig, Getta Angheluta, Dan Puric or younger ones — Passe-Partout
Company and Puppets Art Time Pocket Theatre. Beside them are Miruna
Runcan, Antonio Patras, Emil Munteanu, but also Sister Felicitas or Sister
Laura — people which, in important moments, have left a mark on the being
that writes now about them. Diversified, the canvas contoured in Spectator’s
Diary includes the apices of Romanian cultural life and highlights the
portraits of those who impress Vasilica Balaitd — such as Silviu Purcarete,
whom she has dedicated a space for theatre, but also for filmic achievement
Undeva la Palilula (Somewhere in Palilula), but also Gabor, Radu Afrim,
Mihai Maniutiu or Julian Negulesco. However, the writer, by the choices she
made, self-describes. Her preferences for a visionary theatre, for a real
message, deeply humane, fascinates the woman who has collected consistent
accounts about main directors of present national stage. In her interviews,
we find another asset: the knowledge of expressing and the courage to use
the arsenal of questions, an act done from end-to-end. The interview proves
to be, for its author, a stand-alone experience in itself, a victory won together
with the interlocutor. Curious, amiable, surprising, the question sessions
initiator is always ready to meet and challenge her subject. She knows to
search, she knows to discover in her discussion partner what is beautiful,
what is she interested in to reveal. The pages having as protagonist David
Esrig are pleasant, all the more so as the reader is offered an intellectual
game for two, a game of high caliber.

The lines of theatrical critique are set down with heart and mind and,
more cherishing, Vasilica Balaita is not the prisoner of a critic’s stereotypes
which practices her profession by command, every evening. Her notes about
the theatrical productions are alive, svelte and avoid the common places. The
book is to be read as an periplus, and the same stands for the spectacle.
Spectator’s Diary ends with ,,To be continued” and this makes us believe the
lection which the author offers us is just the first episode from a fabulous
»,once upon a time” where the characters are personalities of Romanian
scene, from here or abroad, invited to an idea exchange or whom theatrical
conceptions are visited by the spectator Vasilica Balditd. We hardly can wait
the sequel, for sure.
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George Banu or Seeking as Vocation

Vasilica BALAITA®

Abstract: Presentation of George Banu’ latest published book: Personal
Paris - Urban Autobiography Cluj, Nemira Publishing House, 2013. The
volume consists of a series of photographs of Parisian routes with a
mnemonic value for the theatrologist, George Banu. Follower of arts
heterogeneity, he complements them with memories and personal thoughts.
More than a diary, Personal Paris contains information about the history of
the theater, the city, of some scholars from Romania. In this article we would
like to make a portrait of the author starting from the photo where Mihaela
Marin presents the theatrologist in his office.

Key words : article, George Banu, Personal Paris

I remember one late hour when I was
T e sitting at a Fable where a few actors
Fotografii de Mihaela Marin and academics were speaking. | was
not invited, but | had come there just
to bring my PhD tutor, as he had
asked, the draft of thesis.

A few courtesy questions from
their side, including the one about
how the PhD was going on. | replied
that | was in Paris, that | met George
Banu, we drank coffee together, that
he gave me a stamp to put on the
envelope that | intended to send to
Marie-France lonesco, my thesis
subject being his famous father .

They looked at me surprised
and they started to make all kind of
comments, they looked at me amazed
and started various remarks, hardly
able to believe that a theatrologist
who teaches at Sorbonne could waste his time with a PhD student that
appeared in Paris over the night.

Parisul personal
autobiografie urband

* Actress, Associate Professor, Ph. D. at Theatre Faculty , George Enescu University of
Arts.
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I came out quickly and very bewildered - | came there with a monk
friend to whom | was repeating dismayed the question: Why be surprised?
After all, Banu is the TEACHER!

Today, reading his book Personal Paris, the Urban Autobiography,
published by Nemira Publishing House in 2013, | decipher the myth of
George Banu in about the same light. I try outlining a portrait of the author
uncovering his words.

Created as a series of messages that bring together, in a personal
journey, photos (author Mihaela Marin) and words, the volume reveal
through the last but one image (George Banu in the office) a vocation which
the author, bizarrely, has not mentioned and which always opened his way
into the theater: the vocation of SEEKER. A creative way that he revealed us
the theater world through his own life without giving verdicts. Is this a small
thing to do?! ...

The portrait, so well realized by Mihaela Marin, in which George
Banu, sitting in his chair, and leaning his arm on the desk, looks at the lens
with a questioning expression, opens the way to understanding: Because |
was only partially a man of exterior, | didn't completely belong to theater,
and due to the fact that | did not consider the interior as vocation, my
writing velleities/skills have failed. Uncertainty of spaces, uncertainty of
vocations.

The interrogation born from uncertainty, seems to reveal to the author
a precise vocation, which strangely, he does not notice, although he mentions
it, because at a certain point in the book he says : | didn't come to Paris to
find myself, but to find!

His programmatic statement, reminds me of an American movie that
I saw as a child and | learned from there (without understanding at that time)
that those who seek the gold are not those that own it. Their mission is just to
discover it. Then the wind or fate shatters it and takes it to those who wish to
pOssess it.

The one that seeks the treasure has the mission to reveal it. He is
always in the service of something in his way to the secret gate, to the Center
of the Creation.

Retired intermittently on the chair of his office , among papers and
Jesus, seeker serving the theater, George Banu opens a path of self-denial.
The author cannot be fulfilled in any way (painting, writing, travel, meetings,
etc.), because these are just ROADS to the center of the world. The seeker
cannot be any of these roads. He can only be part of the mission : revealing
the world through theater.

The text accompanying the portrait - photography has a few relevant
paragraphs about turmoil and dialogue. The office randomly covered by
projects, essays, books, forewords in progress is a reflection of the inner
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turmoil, says the theatrologist, but at the same time, of the availability,
disappeared among colleagues or friends of the same generation.

The seeker dialogize, puts questions . It's price (of the availability) is
certainly, intellectual disorientation, but also it provides consolation. In the
office, 1 do not take refuge but ... | dialogize. My interior is not sealed but
permeable.

I confess, | would have liked this portrait - photography to close the
Image Gallery of a man connected so personally and intensely to theater.
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